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This dissertation depicts the literary techniques used by
Alex La Guma, a non-white South African writer, to develop his
literary works. Particular emphasis is placed upon showing how
La Guma uses; 1) plot structure and setting; 2) characterization,
and 3) political thought to structure his novels and short stories.
The introduction of this study provides a detailed account of
the conditions under which La Guma lived in South Africa, his views
on the society which have caused him to go into exile and criticism
of his works. This study examines his use of literary techniques
in the following manner:
1) Chapter One: A Walk In The Night - describes how
non-whites experience desperation and separation while
struggling alone to live under the rule of apartheid.
2) Chapter Two: And A Threefold Cord - delineates how
non-whites are able to withstand the hostile elements
of the society by forming bonds with others who are
experiencing the same kinds of problems;
3) Chapter Three - The Stone Country - unfolds the
conditions under which non-white men live in South
African prisons;
4) Chapter Four - In The Fog Of The Seasons* End -
reveals the efforts on the part of non-white political
activists to organize non-whites in an attempt to gain
freedom;
5) Chapter Five - Short Stories by Alex La Guma - In
addition to the themes that he explores in his novels.
La Guma investigates the effects of the society's
social laws on non-whites, including immorality,
inter-racial love, criminality, racial violence and
murder;
6) Chapter Six - The Evolution Of La Guma's Literary
Techniques - shows how the literary techniques that
La Guma uses are consistent throughout all of his works.
However, each work has its own theme that is unique
and yet is linked in part to his overall theme of the
non-white experience in South Africa.
This research does not intend to be innovative in the defini¬
tion of the concepts and techniques used by La Guma in his works,
but it is founded on the assumption that his choice of techniques and
style has a didactic intent, exposing the regime of apartheid in South
Africa today and its pernicious effects upon non-whites. The
methodology employed in this study is one of critical examination
of the writings of Alex La Guma as well as a critical investigation
of the secondary sources concerning these writings.
The findings show that the literary techniques used by Alex
La Guma expose the conditions of life under which non-whites live,
the types of people who live under apartheid and how apartheid is
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When we sit down to write a book, I or any of my colleagues
around me, we are, as writers faced with the reality that 80%
of the population lives below the bread-line standard; we are
faced with the reality that the average daily population of
prisoners in South African prisons amounts to 70, 000 persons.
We are faced with the reality that half the non-white people
who died last year were below the age of five years. These
are the realities. Even if you want to ignore these gruesome
details and think in terms of culture and art in South Africa,
we are faced with the fact that in South Africa today people
are not allowed to develop their minds along the lines which
they prefer. The government of South Africa today and, I
would say, previous governments which have been based
upon the oppression of people because they are not of one
particular colour have decided for the majority of the
people what they should learn, what they should read, what
they should write and what they should grow up as. ^
In describing the present situation with which the non-white
South African writer is faced, Alex La Guma offered this statement
so that people--perhaps even like us, living in softer quarters of the
world--would begin to understand the nature of the non-white
writer's predicament in his own South African homeland. Having
seized the opportunity to speak to an international audience at the
This statement is from Alex La Guma's contribution to the
discussion on Wole Soyinka's paper on "The Writer In A Modern
African State, " Proceedings of the three day African-Scandinavian
Writer's Conference held in February of 1967, have since been
published as The Writer In Modern Africa, ed. Per Wastberg
(Uppsala, The Scandinavian Institute of African Studies, 1968).
La Guma's contribution to this discussion is cited on pp. 21-24.
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African-Scandinavian Writer's Conference held at Hasselby Castle
Sweden in February, 1967, La Guma affirmed the same position
that had forced him to flee his country and seek exile in London in
1966; "I, as a South African writer, am prepared to run guns and
hold up radio stations, because in South Africa that is what we are
faced with, whether we are writers or whether we are common
n 2
laborers.
In making the above "public” pronouncements, Alex
La Guma "attempted to justify not only his self-assigned role as a
revolutionary theorist but also and perhaps more importantly, the
literary ethic which underlies his works, namely: that literature
cannot be divorced from the realities of a writer's life and environ-
3
ment. " With his ardent eind unrelenting dedication to exposing the
viciousness that is perpetuated by the apartheid regime against
millions of non-whites in South Africa, La Guma has written four
4
novels to date and published many short stories that reveal the
^Ibid., p. 22.
3
From Samuel Omo Asein's revised text of a paper pre¬
sented at the African Literature Seminar held under the auspices
of the Department of English, University of Ibadan, Ibadan, Nigeria,
on February 27, 1974. This revised paper has been published as
"The Revolutionary Vision In Alex La Guma's Novels," Phylon 39.
1 (March 1978): 74-86. Hereafter, cited as Asein, "Revolutionary
Vision," Phylon, with appropriate page references.
^Alex La Guma has published another novel too late to be
included in this study. See Alex La Guma, Time Of The Butcher¬
bird (London: Heinemann Educational Books, 1979).
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tragic effects of life in South Africa.
In his works, we are immediately pulled into the realities
of life that black and coloured South Africans are forced to adhere
to under oppression in the South African community. We hear the
outcries of its people against the brutalities of butcher-assassin
police. We bear witness to the tin and cardboard shanty-town
dwellings where black and coloured South Africans huddle together,
slowly deteriorating under the outer forces prevailing against their
lives. We feel the cold-slabbing effects of bodies on prison floors
where non-white men wage their struggles for life^and we arrive
at the hope that twenty-one million non-white South Africans have
managed to sustain a 'cord' of strength and unity in their struggle
to overcome the tide of apartheid that mounts to crush them.
Consequently, in La Guma's works, it is not surprising that we
get a most articulated account of the South African experience.
While we may find it true that the propensity for unmasking
the qualities of life and exposing the realism of South African
oppression has been La Guma's task as a non-white writer, it is
important to note that for him this task has been formidable. For
in his own homeland, as La Guma has said, "the doctrine of
apartheid permeates every sphere of life. ” Moreover, no
"non-white. . . no matter how high his station in life. . . can escape
4
the clutches of the apartheid monster. " In trying to create liter¬
ature that would perhaps in some way help other non-white South
Africans to understand the nature of their oppression. La Guma
has been persecuted by his country. In fact, "of all the black
writers who have suffered the most at the hands of the South
African Government, La Guma has been longest on the receiving
M 6
end.
In addition to examining several of the major literary tech¬
niques that La Guma uses in his works to expose the many atroci¬
ties and hardships which are constantly imposed upon non-whites,
this study will closely examine La Guma's "life and environment"
to show how these two factors play a major role in his works. For
close "to thirty years before going into exile. La Guma was an
ardent and unrelenting advocate for social justice. During that
period he had his fair share of the injustices and indignities of
5
Brian Bunting, Foreward to And A Threefold Cord, by
Alex La Guma (Berlin: Seven Seas Publishers, 1964), pp. 9-10.
Hereafter, cited as Bunting, "Foreward," Threefold Cord, with
appropriate page references.
0
Lewis Nkosi, "Fiction By Black South Africans, " in
Introduction To African Literature: An Anthology of Critical
Writing From 'Black Orpheus', ed. Ulli Beier (Evanston,
Illinois: Northwestern University Press, 1970), p. 216. This
essay originally published in Black Orpheus 19 (1966): 48-54.
Reprinted in African Writers On African Writing, ed. G. D.
Killam (Evanston, Illinois: Northwestern University Press,
1973), pp. 109-118. All references cited to this study are to the
Introduction To African Literature: An Anthology of Critical
Writing From 'Black Orpheus', ed. Ulli Beier (1970) edition.
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South African public life. "
La Guma was born in Cape Town in 1925, the son of James
A. La Guma, an outstanding leader of the non-white liberation
movement and a member of the Central Committee of the South
African Communist Party, He lived throughout his childhood
closely connected to the politics of apartheid and the Resistance.
He grew up in District Six of Cape Town, a toughened militant. He
attended Trafalgar High School and Technical College in Cape Town
and worked as a clerk, factory hand, messenger, bookkeeper,
photographer and journalist. He also studied painting for a short
time, before he began to write. La Guma established at rather an
early age a prolific background of working experience which
would later enable him to create in his works an accurate account
of the South African working character and setting.
As a young man, Alex La Guma assumed his stance along¬
side his father in the ongoing struggle to rid South Africa of the
apartheid rule. He joined the Communist Party and was a mem¬
ber of the Cape Town District Committee of the Party until it was
banned by the Nationalist Government in 1950. But he continued
to participate in the politics of that area. In 1955, he asserted
his political talent in the planning of a National Congress for the
people. The following year he was arrested along with 155 other
7
Asein, "Revolutionary Vision, " Phylon, p. 76.
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South Africans for their attempt to draw up the historic declaration
of rights known as the Freedom C3iarter, His role in the drafting
of this text led to a trial in Johannesburg, where he and his col¬
leagues were charged with treason. Here the Nationalist Govern¬
ment argued that the unjustifiable "demands for democratic rights
set forth in the Freedom Charter were of so a radical nature that
the organizers must have eviasaged the overthrow of the [South
g
African] Government by violence... "
After four years of legal argument, the charge of treason
against La Guma was dropped, but this did not stop the govern¬
ment's attempt to crush him. In 1960, following the violent shoot¬
ings and murders of anti-pass demonstrators at Sharpeville and
Langa, the Nationalist Government (after declaring a state of
emergency in South Africa) arrested La Guma again, this time
with approximately 20,000 other South Africans. Dubbed as a
political leader. La Guma was sentenced to jail without a trial
for a period of five months. He spent his time there reading and
writing, preparing himself for a career which would later take
root and grow.
To add to the injustices that the nationalist government
visited upon La Guma, in 1961, while he was serving in the
capacity of executive member of the Coloured People's Congress,
g
Bunting, "Foreward," Threefold Cord, p. 11.
the South African secret police arrested him for helping to or¬
ganize a three-day strike in protest against the Verwoerd
7
Republic and in support of a national convention of all races. Al¬
though La Guma and the other organizers of the strike were jailed
or fled into hiding. Cape Town industry and commerce was crip¬
pled because the non-white people--in full support of the plans that
their organizers prescribed--participated totally in bringing the
racially segregated city to a three day stand still.
The years from 1962 to 1966 proved no less crucial for
La Guma. In fact, these years marked the nadir of his political
life and the rise of his literary career. Before 1962, La Guma
had worked as a reporter and columnist for a rather progressive
South African newspaper called New Age. He joined the newspaper
staff in 1956. He worked with it until 1962, when a shortage of
funds forced his dismissal. His short stories appear in various
9
journals and anthologies.
When his first novella, A Walk In The Night, was pub¬
lished by Mbari Press (Ibadan, Nigeria) in 1962, the National
Government acted to silence La Guma. In 1962, the extreme
Sabotage Act was passed by Parliament. This act was the South
Q
See bibliography, under sub-heading "Short Stories",
for selected list of journals and anthologies in which La Guma's
stories appear.
African Government's reply to a series of bomb explosions and
underground activities which the guerrilla wing of the African
National Congress launched against government installations.
Under this act and by decree of the Minister of Justice, La Guma
was put under twenty-four hour-a-day house arrest for five years.
Another provision of this act stipulated that nothing Alex La Guma
said or wrote could be reproduced in any form or read in South
Africa. Nevertheless, this did not prevent La Guma from writing.
La Guma explained his position in this regard:
When 1 write in a book that somewhere in South
Africa poor people who have no water must buy it
by the bucketful from some local exploiter, then I
also entertain the secret hope that when somebody
reads it he will be moved to do something about
those robbers who have turned my country into a
material and cultural wasteland for the majority of
the inhabitants. But this is already being done in
South Africa, and I would be satisfied to know that I
had something to do with it.
In 1964, La Guma had his second novel published outside
of South Africa. And A Threefold Cord, published by Seven Seas
Books, Berlin, delineates the truculent world of oppression for
non-whites living in a township located outside of Cape Town.
In creating this novel. La Guma knew well from his life-long
experience that few, if any, white South Africans could ever have
any meaningful idea of what life in a non-white shanty-town is
10
Asein, "Revolutionary Vision," Phylon, p. 75.
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like:
. . . for here are housed the tens of thousands of
non-whites for whom there is no "official” place to
live. Coloureds and Africans clutching precariously
to life on the outskirts of the cities which offer their
only hope of sustenance. Many of the inhabitants are
in the urban area illegally, lacking the papers which
establish their right to existence, a prey to perpetual
police raids, insecurity and poverty. Home for them
is a crazily-constructed shack providing only the
barest shelter from the elements ... In the Cape
Winter, when the rain comes pouring down, the roofs
leak and the whole neighborhood becomes sodden and
waterlogged . . . These are the areas where life is
short and cheap, where violence flares out of hate and
frustration, yet where humanity, love and hope sprout
even from the dunghill of evil and decay.
Prior to the publication of And A Threefold Cord, and still
under twenty-four hour house arrest. La Guma was ordered to
jail without a trial, where he was held in solitary confinement for
twenty-three and a half hours a day. Here he was denied human
rights and subjected to extreme mental torture in an attempt to
force him to answer questions to the satisfaction of the police.
His wife, Blanche, was also detained and forced to leave their two
children in the care of La Guma's mother. Finally, La Guma was
literally driven into exile in 1966 and now lives in London, a
refugee from his troubled homeland.
While in exile. La Guma has written two more novels.
11
Bunting, "Forward," Threefold-Cord, pp. 14-15.
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His third novel. The Stone Country, published in 1967 by Seven
Seas Publishers, Berlin, tells of the grim realities of life that
non-whites face in the jails in South Africa. In his fourth novel.
In The Fog Of The Season's End, published by Heinemann Educa¬
tional Books Ltd., London, 1972, La Guma details the political
activities of the non-white South African underground liberation
movement during the post-Sharpeville and Langa era. La Guma
depicts life for the non-white underground leaders and the other
non-white people connected with the movement. He also describes
the extent to which the South African secret police will go to
annihilate the members of this movement.
It is La Guma's view that a writer should play a meaningful
role in recording the human drama of his times, a role where the
writer actively participates in the struggle to liberate man from
oppression. Other South African writers have made significant
contributions (in the area of fiction) detailing their views on the
South African situation. However, it is important to realize the
immediacy of the South African writer's position. Under the cur¬
rent government, no South African writer can fully present the
facts as they exist. Although La Guma has all but given his life
in the struggle to liberate his people, he can be sharply distin¬
guished from some other South African writers who have
practiced their craft and artistic genius from a noticeable
11
distance:
Whites writing about the lives of Blacks must often
rely on intuition and guesswork rather than exper¬
ience; this had led to superficiality of treatment and
falsification . . . But the non-white writer has
possessed one great advantage and this is detailed
knowledge of the conditions and situations which
contribute to the making of the South African tradegy.
While the white, protected and cushioned by law,
customed to the comparative ease of his life, ob¬
serves the South African struggle from afar, some¬
what in the position of a war correspondent describ¬
ing the course of a conflict in which he is not directly
involved, the non-white writes as a participant on the
field of battle itself.
Unlike myriad writers before him. La Guma has been an
active participant on that field of battle in South Africa. "As a
matter of fact, his four novels to date grew directly from his ex¬
periences during the crucial decade immediately preceding his
exile. ” Despite the fact that the political and social climate
in which La Guma wrote proved difficult for him, he has demon¬
strated his command of literary techniques by probing "beneath
the surface of everyday life, in order to bring into view what was
truly meaningful and formidable in human experience, according
to his vision. " Before examining La Guma's works, it is
^^Ibid., p. 10.
^^Asein, "Revolutionary Vision," Phylon, p. 77.
^"^David Rabkin, "La Guma and Reality in South Africa,"
The Journal of Commonwealth Literature, ed. A. Ravenscroft,
8.1 (London: Heinemann Educational Books, and the University
of Leeds: Oxford University Press, June, 1973): 61.
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useful to focus on the criticism that has been written about his
novels and short stories.
Within recent years, critics have begun to appreciate and
stress the literary importance of La Guma's works. Of the critics
who have carefully examined his novels and short stories, Samuel
Omo Asein surveys the scope of La Guma's fiction. Asein asserts
that La Guma's short stories demonstrate his "interest in the
various and crucial aspects of South African life, the most central
among which are: the continual struggle of blacks and coloureds
alike against the crippling social laws in South Africa, the tensions
which arise from inter-racial love, racial violence and murder,
and the harrowing experience of convicts in South Africa's over-
crowded prison cells." Asein contends that La Guma's works
"tell a long continuous story of oppression, exploitation and de-
,, 16
humanization of blacks by a ruthless social machine.
Lewis Nkosi, in a very dogmatic manner, objecting
strenuously to the fiction written by black South Africans, claims
that "nothing stands behind the fiction of black South Africans--no
15
Asein, "Revolutional Vision, Phylon, p. 77.
Ibid.
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tradition. .. " Where Nkosi questions the quality of literature
written by non-white South Africans in the recent past, he asserts
that if we do get anything of value at all from South Africa, then
"it is journalistic fact parading outrageously as imaginative litera¬
ture, We find here a type of fiction which exploits the ready-made
plots of racial violence, social apartheid, interracial love affairs
which are doomed from the beginning, without any attempt to
transcend or transmute these given 'social facts' into artistically
18
persuasive works of fiction. " Nkosi includes La Guma in his
criticism; however, he distinguishes him from other non-whites:
Alex La Guma tills the same plot which the other
writers have so exhaustively worked up, but what dis¬
tinguishes him as a true novelist is his enthusiasm for
life as it is lived. He has the artist's eye for the in¬
teresting detail; his stories and novels are sagging
under the weight of real people waging a bloody
contest with the forces of oppression; and credibly
they celebrate their few moments of victory in sex,
cheap Cape wine and stupid fights... Their only
triumph is that they are human-superlatively human;
and this is their sole claim upon our imagination.
17
Nkosi, "Fiction by Black South Africans, " Introduction
to African Literature; An Anthology of Critical Writing from
'Black Orpheus', ed, Ulli Beier (Evanston, Illinois: Northwestern
University Press, 1970), p. 211. This source is hereafter cited
as Nkosi, "Fiction by Black South Africans, " Introduction to
African Literature, with appropriate page references.
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Ibid. , p. 212.
^®Ibid., p. 216,
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Where Nkosi argues that there is no African "tradition" in
the works of Alex La Guma and other contemporary non-white
South African writers, Robert July states that tradition in La Guma's
20
works does exist.
In further support of La Guma's reasons for presenting
"tradition" the way he does in his works, Asein delineates perhaps
the clearest of all the views offered:
If writers elsewhere in Africa do not feel the need
for social commitment in their writings, for the South
African writers the imposition of that responsibility by
the social environment is their unique literary reality.
It is, indeed, the basis of the only tradition in which
La Guma grew up.
In describing the "realism" that is omnipresent in La Guma's
novels and short stories, Wilfred Cartey argues that:
. . . the realism is not shot through with historical
analysis, rather it becomes a contemporary repre¬
sentation of immediate social situations wherein the
writer is actor, moving through the total environment
presentation of ... a large all-pervading, all con¬
trolling outer society, which chokes and strangles the
Robert W. July. "The African Personality in the African
Novel, " Introduction to African Literature: An Anthology of Critical
Writing from 'Black Orpheus', ed. Ulli Beier (Evanston, Illinois:
Northwestern University Press, 1970), pp. 218-233. In this essay,
July argues that La Guma's characters are Africans who are ac¬
customed to the New Africa of the industrial city. He claims that
tradition in La Guma's works is presented differently. (Further
criticism by July on tradition in La Guma's works is presented in
chapter one of this study. )
21
Asein, "Revolutionary Vision," Phylon, p. 75.
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inner society . . . The larger world presented in these
works treated is the white world, a world which oper¬
ates within a political framework based on racial
separation and inequality, the world of apartheid . . .
This larger society is omnipresent and prevades
every segment of the inner, black world by con¬
trolling, exploiting and oppressing it.
Significant also in La Guma's works are the literary tech¬
niques that he uses to structure his stories:
1) Plot-Structure and Setting - how La Guma unfolds his
stories with single-plot, double-plot and sub-plot narration; assem¬
bled details and scenic descriptive passage; interior monologue;
foreshadowing and manipulation of time; situation and political
thought;
2) Characterization - how he utilizes character's descrip¬
tive passage, character's autobiographic and biographic report;
flashback and sociological commentary to establish the means for
the reader to understand and observe his characters;
3) Political Thought - how La Guma examines every
sphere of life permeated by apartheid to show the effects of op¬
pression on both non-whites and whites; how he presents the de¬
terioration of the non-white family under South African oppression.
22
Wilfred Cartey, Whispers From A Continent (New York:
Random House, 1969), pp. 107-8. Chapter three titled "Alienation
and Flight... Apartheid, " (pp. 106-143), carefully examines several
of La Guma's works, depicting the more crucial aspects pertaining
to realism and characterization in La Guma's stories.
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the male-female as well as the parent child relationships among
non-whites and the overall presentation of the positions in the
society that non-whites and whites occupy in his stories.
Past researchers have examined the political implications
and characterization in La Guma's works to delineate their own
views of the hardships that apartheid creates for non-whites;
this study will examine La Guma's works in an attempt to shed
further light on the techniques of Alex La Guma,whose literary
artistry has been too little valued.
This study does not intend to be innovative in the definition
of the concepts and techniques used by La Guma in his stories, but
it is founded on the assumption that his choice of techniques and
styles has a didactic intent: to expose the regime of apartheid and
its pernicious effects upon non-whites. The methodology to be em¬
ployed in this research will be one of critical examination of
La Guma's literary works as well as a critical investigation of
the secondary sources concerning his stories. La Guma's first
four novels will be examined in chapters one through four.
La Guma's short stories will be examined in chapter five. The
evolution of La Guma's literary techniques will be examined in
chapter six. Each of the six chapters will reveal how La Guma
uses the aforementioned techniques in his stories to:
1) expose the conditions of life under which non-whites live;
17
2) show the t37pes of people who live under apartheid, and 3) show
how apartheid is manifest in the lives of non-whites and whites.
CHAPTER I
A WALK IN THE NIGHT
... I believe that there has been a lot said about South
Africa but very little said about what the non-white
people in particular are really experiencing. Writers
have tried to describe the situation in South Africa in
general but very little has been said about the different
'national' groups and the people who live in South
Africa. .. and I think that even within a framework of
racial separateness there is a task which writers have
to perform. That is at least letting the world know what
is happening. . . ^
Soon after his arrival in London, in 1966, Alex La Guma
made this statement. The purpose was two-fold. He made this
statement to explain his belief about the kind of literature that has
been written in South Africa and to delineate the task which he has
prescribed for himself and other non-white writers to perform.
In view of the literature that Alex La Guma has written.
Berth Lindfors in "Form and Technique in the Novels of Richard
This statement was made by La Guma during an interview
with Robert Serumaga recorded in London in October, 1966. See
R. Serumaga, "An Interview With Alex La Guma,'' African Writers
Talking, ed. Dennis Duerdin and Cosmo Pieterse (New York:
Africana Publishing Corp., 1972), p. 93. This interview appears




Rive and Alex La Guma," offers the clearest explanation of the
difficulty in the task which Alex La Guma has performed. Accord¬
ing to Lindfors:
Such literature is difficult to write well. The
author must be able to view his subject with sufficient
detachment and emotional balance to write objectively.
He must be able to control the passionate intensity of
his own feelings and to coo% translate these feelings
into a work of art which will move other people. If
his tone is too shrill or his message too obtrusive,
his writing will deteriorate into sheer propaganda.
In South Africa it has been hard for non-white
writers to achieve discipline, detachment and emo¬
tional balance in their writing . . . ^
In spite of the fact that Alex La Guma has endured more
hardships than any other non-white South African who is writing to¬
day, he has become "one of South Africa's most consistently suc¬
cessful and productive black writers." While this fact is well
2
Berth Lindfors, "Form and Technique in the Novels of
Richard Rive and Alex La Guma, " Journal Of The New African
Literature And The Arts, No. 2 (Fall, 1966), pp. 42-51. In this
essay, Lindfors asserts that the most accomplished non-white
short story South African writers today are Richard Rive and Alex
La Guma. Lindfors attempts to illustrate the structural flaws and
technical weaknesses in Rive's novel Emergency (London, 1964),
and La Guma's novels A Walk In The Night (Ibadan, 1962) and
And A Threefold Cord (Berlin, 1964). According to Lindfors,
Rive and La Guma both fall short as novelists because they have
not yet learned to fit their ideas to a more complex literary form.
In his conclusion, Lindfors pontificates that as novelists, both





observed by Lewis Nkosi in "Fiction By Black South Africans, "
it should be noted that Alex La Guma has been able to achieve
something that the non-white South African writer finds difficult.
He has been able to translate the non-white experience into litera¬
ture that moves people, particularly outsiders who, without the
fine writing of such men as La Guma, would find themselves read¬
ing propaganda or nothing at all about that country.
Reading Alex La Guma's novels and short stories, we find
ourselves being immediately pulled from our own easier world into
the setting of racist South Africa. La Guma's fiction provides us
with a detailed account of life in South Africa. Importantly, many
of us find ourselves performing that delicate operation which Berth
Lindfors describes as being difficult for the non-white South
African writer to do. For, after reading La Guma's literary
works, we may find ourselves having to control the passionate in¬
tensity of our own feelings in order to discern the full nature of the
non-white South African experience. While it is true that the politi¬
cal and social climate in which La Guma has written proved diffi¬
cult for him, he has been able to perform the delicate operation of
establishing the means in his literary works for his readers to ob¬
serve and understand the present South African situation.
4
Lewis Nkosi, "Fiction By Black South Africans, "
Introduction To African Literature, pp. 216-217.
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Unlike many writers who, because of the manifestations of
the apartheid system in their own lives, have failed in their at¬
tempts to translate the non-white South African experience into
literature that moves people, Alex La Guma subtly exploits literary
devices and techniques to make his readers understand and observe
how the South African situation is made pernicious by 'apartheid'.
Specifically, La Guma uses single-plot, double-plot, multi-
focusing of the plot and sub-plot narration; accumulation of detail,
imagery, manipulation of time, poetic language, scenic descrip¬
tive passage, setting and situation; characterization, dialogue and
interior monologue; foreshadowing and flashback; political thought
summation and sociological commentary to structure his literary
works.
By applying the above-mentioned literary devices to fit his
intentions exactly, Alex La Guma has developed a distinct style
which characterizes his writing:
La Guma's style is characterized by graphic de¬
scription, careful evocation of atmosphere and mood,
fusion of pathos and humor, colorful dialogue and
occasional surprise endings. His stories most often
concern lawbreakers-criminals, prisoners, prostitutes
and apartheid offenders - who possess either an unusual
sensitivity or a sense of honor or morality which re¬
deems them as human beings and raises them to heroic
stature. These slumdwelling heroes are victims of
their environment and their passions. When they act,
they do not exercise their own free will but rather
22
they react to the pressures and forces working on them
from within and without. ^
In Whispers From A Continent, Cartey points out that Alex La Guma
"is a master of atmosphere, his words creating moods that presage
0
the occurrences in his novels. "
Alex La Guma's choice of techniques and style has a didactic
intent, namely, to expose the regime of apartheid today and its ef¬
fects upon non-whites. By carefully manipulating and linking
literary devices together in his writing. La Guma has been able to
build 'compact and sturdy' literary structures. This fact is well
observed by Lindfors. He contends that:
... La Guma uses the first chapter to establish the
appropriate setting and atmosphere for his story.
His hero is immediately put into a situation in which
he interacts with other characters who will play im¬
portant roles in the story. Scenes are changed and
new characters brought in very strategically. Nothing
is wasted. Nothing is irrelevant. Every description,
every action, every character serves a function in the
story. In such a carefully interwoven and closely knit
fabric there are no loose threads or gaping holes.
La Guma's compact and sturdy structures are built to
last.
^Berth Lindfors, Op. Cit., p. 44.
0
Wilfred Cartey, Whispers From A Continent (New York:
Random House, 1969), p. 132. In the third chapter of this book,
Cartey asserts that La Guma uses imagery to conjure up scenes of
harshness. Cartey also demonstrates that La Guma uses imagery
in his novels to establish the appropriate atmosphere and setting
for his stories.
"^Berth Lindfors, Op. Cit., p. 46.
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In A Walk In The Night And Other Stories, ® La Guma care¬
fully details the tragic conditions of life In which non-whites are
forced to endure under South African oppression. The stories de¬
pict non-whites in a variety of settings, living their lives despite
the brutal forces that mount to crush them. In the title novella.
La Guma creates a literary framework which allows his readers to
view what twenty-one million people are experiencing in their own
g
homeland.
In A Walk In The Night, La Guma delineates the plight of
black and coloured South Africans living in Cape Town's toughest
quarter. District Six. All action in this novella of nineteen
^Alex La Guma, A Walk In The Night And Other Stories
(London; Heinemann Educational Books Ltd., 1967; Evanston,
Illinois: 1968, 2d. ed., 1969, 3d. ed., 1971). This book in¬
cludes La Guma's Novella, A Walk In The Night (Ibadan, Nigeria:
Mbari Press, 1962). Also included in this book are six short
stories, "At the Portages, " Black Orpheus, No. 11 (1963),
pp. 18-21, "Tattoo Marks and Nails," Black Orpheus, No. 14
(February 1964), pp. 48-53, "Blankets, " Black Orpheus, No. 15
(August 1964), pp. 57-58. "The Gladiators," "A Matter of Taste,"
and "The Lemon Orchard, " were first published in A Walk In The
Night And Other Stories (London; Heinemann Educational Books
Ltd., 1967). In each of these stories presented in this novel.
La Guma delineates the bitter struggle for life that non-whites
are waging against the ruinous system of apartheid. All refer¬
ences in this study are to A Walk In The Night And Other Stories
(Evanston, Illinois: Northwestern University Press, 3rd ed.,
1971).
^The number of non-whites in South Africa is derived from
a South African Fact Sheet published by The Africa Fund. See
Karen Rothmyer, comp., "South African Fact Sheet, " The Africa
Fund, New York, June 1977, for statistics on population in South
Africa.
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chapters takes place in the lives of a variety of characters during a
few hours of one evening.
Individuals appear in some chapters and disappear in others,
all trying to survive, and revealing through their thoughts and ac¬
tions the circumstances that ensnare them. A Walk In The Night
is not set in an unparticularized South African community. Rather,
as La Guma himself points out, specifically, it "is the predomi¬
nately poor area, inhabited by people of the working class of the
Cape coloured community - that is the designation given by the
policies of ethnic partition and the government of South Africa. "
Using an accumulation of detail, in the opening passages of
the novella. La Guma evokes curiosity in the reader through his
dramatic presentation of the inner-conflicts of his central charac¬
ter, Michael Adonis. La Guma uses passages of character
description to establish the non-white working person that Adonis
^®R. Serumaga. Op. Cit., p. 91. This statement ex¬
plains further how, by decree of the ethnic policies set up by the
racist South African government. La Guma and other non-whites
were forced to live in the colored ghetto of Cape Town. In this
interview. La Guma confirms that A Walk In The Night, is based
on many of his earlier living experiences in District Six.
^^Alex La Guma, A Walk In The Night And Other Stories
(Evanston, Illinois; Northwestern University Press, 3d. ed.,
1971), p. 1. For La Guma's use of detail to evoke curiosity in his
readers, see the first, second and third passages on this page.
This source is hereafter cited as La Guma, Walk In The Night,
with appropriate page references.
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represents. The passing of time is marked by Adonis, who
walks angrily into the sordid world in which this story takes place.
By linking scenic description and character description together in
his narrative. La Guma reveals the type of place and the variety of
13
livelihoods that are strung together in urban non-white slums.
In the first chapter of A Walk In The Night, Adonis explains
to the anti-social character, Willieboy, the circumstance which
goads him into extreme anger;
'. .. Got pushed out of my job at the facktry. '
'How come then?'
'Answered back to an effing white rooker. Foreman, '
'Those whites, what happened? '
'That white bastard was lucky I didn't pull him up
good. He had been asking for it a long time. Every-
time a man goes to the piss-house he starts moaning.
Jesus Christ, the way he went on you'd think a man
had to wet his pants rather than take a minute off.
Well, he picked on me... and I told him to go to hell. '
'Ja,' Willieboy said. 'Working for whites.
Happens all the time, man. Me, I never work for no
white John. Not even brown one. To hell with work.
Work, work, work, where does it get you?... '
... To Willieboy he said: 'well, a Juba's got to
live. Called me a cheeky black bastard. Me, I'm
not black. Anyway I said he was a no-good pore-
white and he calls the manager and they gave me my
pay and tell me to muck out of it. White sonafa-
bitch. I'll get him. ' 14
12
La Guma, Walk In The Night, pp. 1-2. Here, through his
use of character-physical description, detailing his character's ap¬
parel and bodily features. La Guma is able to paint a vivid picture
of Adonis for his readers.
13
Ibid., p. 3. See first and second passages on this page
for La Guma's use of detail to establish a picture of Cape Town's
coloured community.
14
Ibid. , p. 4.
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The above passage demonstrates how La Guma's dialogue captures
the speech idioms of the characters, especially the folk living in
the non-white Cape community, and at the same time it reveals the
situation in which they are enmeshed.
Willieboy is the story's most victimized black character.
Michael Adonis' extreme hatred of white South Africans invokes a
series of incidents which lead to the unwarranted murder of
Willieboy. Through his characterization of Michael Adonis,
La Guma unleashes the pinned-up emotions that he and other
coloured South Africans possess as a result of the treatment which
whites have inflicted upon them. This point becomes even more ob¬
vious in the second chapter of the novella, after Adonis leaves
Willieboy in the cafe. En route to a pub, near the tenement where
he lives, Adonis is confronted by two white policemen who humili-
15
ate him further. The incident which Adonis suffers with the
police illustrates one of the major facts of life that non-whites
are 'doomed' to encounter. A Walk In The Night, and all of
La Guma's novels, delineate the unjust role that the police play
in South African society. In Whispers From A Continent, Cartey
asserts that the brutality of the police against the oppressed non¬






Interspersed throughout the plot are narratives of the
policemen. Using dialogue, flashback, imagery and interior mono¬
logue, La Guma illustrates the attitudes and the mores that the
South African police hold against non-whites. By contrasting the
personalities of the two policemen in this story. La Guma demon¬
strates how varied and yet consistently formidable the police are
in South Africa. Both policemen are depicted as hard, dis¬
passionate authority figures. By murdering Willieboy, Constable
Raalt finds temporary peace (and asserts his manhood, the power
1 8
he has lost by the infidelity of his wife). The other policeman.
16
Wilfred Cartey, Op. Cit., pp. 109-110. Here, Cartey
delineates how Alex La Guma and other non-white South African
writers portray the police in their stories.
^"^La Guma, Walk In The Night, pp. 59-60. Here, La Guma
describes how the police feel about non-whites and hints at the per¬
sonality differences of the two officers. For further criticism on
the personality differences of the two authority figures presented
by La Guma, see Wilfred Cartey, Op. Cit., pp. 127-128.
18
J. M. Coetzee, "Alex La Guma and the Responsibilities
of the South African Writer," New African Literature And The
Arts 3 (1973): 119-120. In this essay, Coetzee contends that the
introduction of Raalt's wife into the plot demonstrates further how
the characters in A Walk In The Night, have little control over
their fate. Coetzee also suggests that Raalt's action is based on
the pathological structures imposed upon him by apartheid and his
thoughts are "dominated by the infidelity of his wife, which arouses
in him a vindictiveness that he takes out on the people of District
Six, " For scrutiny on the characterization of Raalt in A Walk In
The Night, see J. O. Obuke, "The Structure of Commitment; A
Study of Alex La Guma, " Ba Shiru; A Journal of African Languages
and Literature (1973): 14-20.
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who is younger than Raalt and who has no name, prescribes his own
brand of tyranny by advocating that non-whites be trained as animals
19
who are taught to respect whites and to obey on command.
The impetus to lash back at whites is the motive for which
La Guma propels his chief protagonist, Adonis, throughout the
novella. By treating the third chapter of A Walk In The Night, with
abundant descriptive detail. La Guma further establishes the means
for his readers to trace Adonis' deterioration into a life of crime.
Adonis has belonged to the urban working class until this one day of
his life. But now he has been fired from his factory job for talking
back to the white foreman and humiliated on his home ground by
two white policemen. Embittered, Adonis goes to a pub to drown
his sorrows. It is at this point that La Guma, using an assemb¬
lage of detail, dialogue and sociological commentary, introduces
another quality of life for non-whites living in urban slums:
The pub, like pubs all over the world, was a place
for debate and discussion, for the exchange of
views... for argument and for the working out of
problems. It was a forum, a parliament, a fountain
of wisdom and a cesspool of nonsense, it was a centre
for the lost... where cowards absorbed dutch courage
out of small glasses... where the dissillusioned gained
temporary hope, where acts of kindness were con¬
sidered and murders planned. 20




The above passage illustrates the special significance that pubs
hold for non-white men. Through Adonis' interaction with the
other characters in the pub. La Guma demonstrates the few ways
left open for urban men to relieve their frustration. Although
minor, the scene of men drowning their rage by drinking in a pub
shows a group of characters who have little control over their fate.
From the pub, the protagonist goes home where he is pro¬
voked by yet another white South African. Unintentionally, Adonis
kills a harmless white derelict. The act provides momentary re-
21
lief from his internal strife. The climax in the novella centers
around a small-time thug, Willieboy, being blamed by the tenants,
chased and killed by the police for the murder of the old man.
All of the characters in the novella reflect on the situation
of the society. Using interior monologue. La Guma demon-
22
strates how his protagonist thinks. Through descriptive pas¬
sage, dialogue and Adonis' interaction with the other characters.
La Guma shows that the protagonist's actions are all directed against
23




M. Coetzee, Op. Cit., p. 121. Here, Coetzee
asserts that Willieboy is Michael Adonis' alter-ego. He argues
that both characters have similar attitudes to life.
30
Using a series of flashbacks. La Guma depicts the harshness of
Willieboy's childhood. Willieboy attempts to escape oppression by
committing petty crimes, drinking and wearing garish clothes. He
reacts to his discovery of the murdered white man by running away.
Like the protagonist, Willieboy knows that his relation to the police
can only be that of victim to persecutor. It is Willieboy's convic¬
tions about life that cause his fate. Although Willieboy neither
joins with other hoodlums, nor murders Old Doughty, he shares
some similarities with Adonis and the white policeman, Raalt.
Neither Adonis nor Willieboy likes working for whites. They both
appear to have hopeless futures and are objects of police brutality.
Ironically, Willieboy could easily have killed the old Irish man,
using force in the same way that Adonis did. When he goes to the
tenement to see Adonis and finds that Michael is not there, he
24
thinks of robbing the Irish man. Later, Willieboy uses force
to rob Mister Greene. Constable Raalt, much like Willieboy,
uses force in the same way to obtain money from the bar keeper,
25
Chips. Unlike Adonis, Willieboy lacks an awareness of the
social injustices that whites have inflicted on blacks. In their
own separate ways, these three characters react to their en-
24




vironment by committing violent crimes.
Unity of structure and theme in A Walk In The Night, is
further achieved by La Guma through his presentation of the minor
characters. Although the minor characters seem to react
differently than the main characters react and while they appear to
exhibit different values as well, their function in the novella is to
emphasize the plight of the main characters.
Joe is one of the minor characters who appear at the peri¬
phery of the story. He is a strandloper, a non-descript
M. Coetzee, Op. Cit., pp. 120-124. Coetzee suggests
that in order to understand the underlying meaning of the novel, the
reader must look beyond the main line of the plot, which shows men
overwhelmed by social forces, to the three minor characters who
seem peripheral to the story. He contends that Joe, Lorenzo and
Greene's function is to give a separate and different meaning to the
novel. For further criticism on La Guma's portrayal of Joe,
Lorenzo and Greene in A Walk In The Night, see J. O. Obuke,
Op. Cit., pp. 17-18. Here, Obuke argues that to completely
divorce the minor characters from the novella so that one can find
an independent meaning in them, as Coetzee suggests, is to do
violence to the entire meaning of the novella.
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David Rabkin has suggested that La Guma uses a symbolic
approach to depict Joe in A Walk In The Night. He contends that
Joe's instinctive force is shown by La Guma, in a semi-mystical
fashion, to be related to this minor character's traditional closeness
to the sea. See David Rabkin, "La Guma and Reality in South Africa,''
The Journal of Commonwealth Literature 8. 1 (June 1973); 56.
p O
This term is derived from Africaans, the official language
spoken by whites in South Africa. At the time when the first Dutch
colonists settled on the coastal fringes of the Cape, they encountered
the Khoikhoi people who fished and gathered food by the sea. The
colonists called these people strandlopers, meaning beachcombers.
Joe is presented by La Guma as a decendant of the earliest Africans
who lived along the coastal regions of the Cape.
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beggar who lives on the verge of starvation. Joe exhibits a sense
of human dignity and virtue that is absent in the other characters.
He stands as a contrast to Adonis, whom he begs not to join the
underworld. As a representative of the earliest Cape coloured
people, Joe speaks with a voice of communality. Using dialogue.
La Guma reveals through Joe's plea to Adonis that the human dig-
29
nity of non-whites need not die under the weight of oppression.
While Joe's revelation of his childhood closely parallels that of
Willieboy's, he fails to leave any impact on Adonis or the other
characters. It appears that Joe's journey to the sea at the end
of the novella provides him a release from the world in which he
lives.
Frank and Grace Lorenzo, like Joe, do not employ
violence as a means of escaping apartheid. Frank, a young,
hard working stevedore, is confronted with the problem of sup¬
porting his family. La Guma allows us to read Frank's thoughts
in order to show the bitterness that Frank feels about his predica-
30
ment. Unlike the other non-white characters, Frank braves
the threats of the police and tries to prevent another tenement-
dweller from accusing Willieboy of the murder of the old Irish




Through his thoughts and actions, Frank demonstrates a
strong sense of responsibility for his family. In one sense, his
family is an obstacle which prevents him from actively fighting op¬
pression. In another sense, his children hold the only hope for the
future. This hope is especially important because it becomes ob¬
vious by the end of the novel that Frank and Grace Lorenzo will not
make any significant improvements in the status of their own lives.
Through his portrayal of Greene, La Guma shows how non¬
whites often become victims of violence without knowing the rea¬
sons for the acts of violence that other oppressed non-whites com¬
mit against them. Greene’s presence in the novella underscores
the major theme. J. O. Obuke notes that the "brutal attack on
Greene parallels the violence that kills Mister Doughty, and,
31
ironically, the violence that kills Willieboy himself. "
Foxy and his men are presented as thugs who prowl through
the urban slum looking for a partner, Sockies, who will help them
commit robbery. Sockies, who never actually appears in the story,
is used as a ploy by La Guma to show how roving gangs of thugs
are able to lure embittered men like Adonis into committing further
acts of crime.
Through his characterization of John Abrahams and Old
31
J. O. Obuke, Op. Cit., p. 19. Obuke argues that
Greene, Doughty and Willieboy are all alike, victims of violence.
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Doughty, La Guma shows the degree to which blacks and whites are
alienated from each other in the urban cities. Both characters stand
in contrast to each other and to the other characters. They appear
to be strangers in District Six and atypical in the plot of the story.
John Abrahams ingratiates himself with the police by incriminating
Willieboy as the murderer of Doughty. By quoting Abrahams' con¬
versations La Guma shows how some people accept oppression as a
32
way of life for blacks. Because of his willingness to cooperate
with the police and his lack of a sense of communality, Abrahams
is despised by the tenement dwellers and ridiculed by the police.
Since he appears to be neither accepted by blacks nor whites, he
stands as a stranger in his native land.
Of the three white characters that are depicted in the
novella. Old Doughty is the only one who isn't presented by
La Guma as an authority figure. Using descriptions of his appear¬
ance and housing, and dialogue that is threaded with biographical
report. La Guma shows that the Irish man. Doughty, is a harm¬
less poor white who has been abandoned by the government and
left to the mercy of blacks in the coloured ghetto.
The common factor that unites all of the characters in the
novella, is manifest in the epigraph to the story:
32
La Guma, Walk In The Night, pp. 58-59.
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I am thy father's spirit;
Doom'd for a certain term to walk the night.
And for the day confined to fast in fires.
Till the foul crimes done in my days of nature
Are burnt and purged away.
These words are drunkenly quoted by Doughty as he and Adonis
drink together. Just before he is killed by the protagonist. Doughty
states that the people living in District Six are doomed. Embedded
in Doughty's statement is La Guma's ominous warning: that the
"foul crimes" committed in South Africa await the vengeance and
purgation of a future generation or else the people of South Africa,
will be doomed to continue suffering.
In order to bring into view what is truly meaningful to him
in the non-white South African experience. La Guma thematically
fills his first novel, A Walk In The Night, with violence, crime,
frustration and the brutalization of man. According to July, in
"The African Personality In The African Novel," these themes
form "the bare backbones of a story on which is built a picture
of such vividness and verisimilitude that one can almost taste and
smell the air, the streets, the buildings against which the
33
Ibid. Inscription opposite p. 1, taken from William
Shakespear's Hamlet, act 1, sc. 5, lines 16-21.
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characters move in sure and full three-dimensional reality. "
Regarding how structure contributes to the revelation of
theme in A Walk In The Night, Obuke explains that the structure
"depends on a composite of short graphic episodes and incidents
juxtaposed in such a way that they both contrast and parallel one
another ... There are two major events in the novel ... (1) the
murder of Mr. Doughty, and (2) the murder of Willieboy. In
addition, there is a third narrative movement: the story of the
.. 35
robbery. Obuke asserts further that in the novella, there is
34
Robert W. July, The African Personality In The
African Novel," Introduction To African Literature: An Anthology
Of Critical Writing From 'Black Orpheus', ed. Ulli Beier
(Evanston, Illinois: Northwestern University Press, 1970), p. 219.
In this paper, July examines the use of setting and characterization
in the literary works of: Alex La Guma; Cyprian Ekwensi, Onliora
NzekAvu and Cheikh Amidoli Kane. He argues that the setting and
characterization used by La Guma in A Walk In The Night, are
radically different from those we see in other novels written by
Africans. According to July, La Guma uses these techniques to
show that non-whites in South African cities have had a longer ex¬
perience with urban life and are much more committed to its ways
and its possibilities than Africans in other parts of the continent.
July states that La Guma describes through these techniques how
Africans cannot afford to look back to the tribal ways because the
South African government intends to use the tribal ways against
non-whites as a means to further oppress them.
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J. Okpure Obuke, Op. Cit., p. 14. Here, in his struc¬
tural analysis of A Walk In The Night, Obuke asserts that what is
significant about the major events in the story is, first, the rela¬
tionship and integration of the three narratives, and secondly, the
way each narrative parallels and contrasts the others in order to
achieve a more emphatic statement of theme.
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a surface linear movement from conflict to resolution:
Nevertheless, there is a discernable movement ...
towards a kind of resolution: Michael Adonis vents his
anger unconsciously on Mister Doughty: Constable
Raalt finds temporary peace ... by murdering Willieboy,
and Michael Adonis both escapes arrest and finds a job
in a robbery adventure.
A significant feature of the novella, which has been too
little valued, is La Guma's use of setting. David Rabkin asserts
that La Guma's creation of setting is one of his technical
37
strengths as a novelist. Wilfred Cartey argues further that in
all of the novella's scenes, the passage of time corresponds to the
X, ^ 38growth of decay.
Using poetic language to establish imagery. La Guma de¬
tails the world of his characters. Gradually, using an assortment
of details, he includes in the picture the familiar features that one
39
would find in most urban slums. While the motives and actions
of the characters and the conditions that we see in the novella are
^®Ibid., p. 19.
07
David Rabkin, Op. Cit., p. 57. Rabkin argues that
La Guma's use of setting has a force and function of its own. He
contends that setting in A Walk In The Night, is a direct expression
of the quality of life under apartheid.
^^Wilfred Cartey, Op. Cit., pp. 113-114. Cartey contends
that La Guma, in his first novel, shows not hostility and violent
movement in a quick movement of time but rather the accumulation,
over a period of time, of filth in urban slums.
^La Guma, Walk In The Night, p. 8.
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similar to those exhibited by other Africans living in urban slums
in other parts of the continent. La Guma's non-white characters
appear to avoid using any of their tribal customs as a means of
celebrating life or even escaping oppression.
All of the characters in A Walk In The Night, appear to be
deeply committed to the ways of urban life. According to July,
the reasons for such a commitment are historical:
.. .the Africans in the cities of South Africa have had
a longer experience with urban life .. . than Africans
in other parts of the continent . .. they cannot afford
to look back to the tribal ways, for it is precisely in
this direction that the 'apartheid* and Bantustand
policies of the South African government are trying to
force the people. ^0
Using plot-structure, setting, characterization and political
thought summation. La Guma achieves unity of structure and theme
in A Walk In The Night. By subtly employing these techniques, he
is able to delineate the frightening realism of the non-white
struggle in the urban city.
40
Robert W. July, Op. Git., p. 231.
CHAPTER TWO
AND A THREEFOLD CORD
The major difference between La Guma's use of literary
techniques in each of his novels varies in the type of characteriza¬
tion, plot, setting and the motifs that he chooses to employ. In
And A Threefold Cord, ^ La Guma's angle for viewing the non-white
experience differs considerably from that of A Walk In The Night.
In And A Threefold Cord, La Guma presents the intense oppression
experienced by non-whites, who are pitted together in a squalid
shanty-town located on the outskirts of Cape Town. Unlike the
doomed characters who struggle separately and alone for survival
in A Walk In The Night, the characters in And A Threefold Cord
stand together to battle the hostile forces operating against them.
A special aspect of La Guma's style is demonstrated by
the imagery which he spins throughout And A Threefold Cord.
In Whispers From A Continent, Cartey attests to La Guma's skill
^Alex La Guma. And A Threefold Cord (Berlin; Seven
Seas Publishers, 1964). In this novel. La Guma unfolds the tragic
realism of life for non-whites living in impoverished townships
throughout South Africa. In twenty-eight chapters. La Guma il¬
lustrates how non-whites survive through communality. This





in using imagery to develop his novels. in his second novel,
immediately. La Guma unveils the setting on which the basic plot
will unfold. Saturating his prose with verbs of movement, simile,
metaphorical language and even rhythmic cadences. La Guma con¬
jures up imagery in his narrative that evokes a picture of harshness.
The opening passages to the novel demonstrate this use of imagery
and poetry to establish setting:
In the north-west the rainheads piled up, first in
cottony tufts blown by the high wind, then in skeins
of dull cloud, and finally in high, climbing battle¬
ments, like a rough wall of mortar built across the
horizon, so that the sun had no gleam, but a pale
phosphorescence behind the veil of grey. ^
As in all of his novels. La Guma employs setting to expose
the conditions under which non-whites live, ruled by apartheid in
their country. By accumulating detail of setting in his stories.
La Guma is able to reveal apartheid's tragic effects. Specifically,
La Guma's use of setting in And A Threefold Cord, allows his
readers to view the outward circumstances governing the charac¬
ters' lives. Presented are the inimical elements of nature, the
Wilfred Cartey, Whispers From A Continent (New York:
Random House, 1969), pp. 131-132. Cartey asserts that
La Guma's masterly imagery relays the various levels of meaning
by the differing and distinctive intonations which resonate from
that imagery. Hereafter, this source is cited as Cartey, Whispers,
with appropriate page references.
^La Guma, Threefold Cord, p. 17.
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poverty and decay in the characters' living quarters, and the ugly
4
communal gathering places of a 'low class' society.
The motifs which Cartey finds in the imagery of the book's
opening passage applies to the whole book as well:
The obvious motifs here are the hostility of the
elements that, like the larger society, tear away at
the lives of the natives. The motif of attack has an
obvious progression, leading to the point of destruction.
The movement is from the outer to the inner, from the
exterior of the house to the interior of the bodies of its
occupants. ^
Using imagery. La Guma demonstrates in this novel the latent and
0
evident hostiUty in the society. Cartey further observes that
everything "seems to be embattled; everywhere, the destructive
images of war-torn scenes are presented in their stark
M 7
materiality.
By intensifying the imagery in the story. La Guma weaves
an unbroken, coherent picture of the characters' circumstances as
they struggle to survive. Using such phrases as "the rain tapped
at the kitchen door, like somebody trying to get in ... A
Cartey, Whispers, p. 112. Here Cartey asserts that all
elements of nature, of society, of man in And A Threefold Cord,
seem to be enemies of the characters in the shanty-town.
^Ibid., p. 113.
La Guma, Threefold Cord, pp. 165-166.
7
Cartey, Whispers, p. 132.
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procession of mongrels. .. circled cautiously around a bitch,
growling at each other in their throats. .. Overhead the sky lurked
g
in ambush, treacherous... dangerous as a mine. .., " La Guma
communicates to his readers the ugliness of his characters' physi¬
cal surroundings which illustrates the ugliness of the way in which
non-whites attempt to survive. This is especially evident in the
passages that depict the playground where the township children
gather:
The rubbish dump along the edge of the settlement
is a favorite playground of the children.. . All the
things on the dump are the utterly useless cast-offs,
the final waste matter from the giant bowels of the
slum, ^
He also describes the odds and ends of junk and litter out of which
the characters build their homes.
La Guma's use of imagery is perhaps most powerful when
he describes the predicament of the fly that is trapped by winter
in the Pauls' home. The situation of the fly is very much like that of
the characters who are trapped by their poverty. The fly's
plight to get out, as it lights and is flicked away, is parallel to the
^La Guma, Threefold Cord, pp. 28, 55, 156, 157.
^Ibid., p. 152.
^^Ibid., pp. 40, 43, 152.
^hbid., pp. 82, 84.
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characters' attempt to pull themselves out of poverty and decay
and the impersonal stronghold of white racism that keeps them
from achieving success. The fly's landing in the drop of wine and
almost drowning is symbolic of the attempt of some of the characters
to obliterate their problems by over indulging in alcohol. Charac¬
ters like Uncle Ben, Drunk Ria and Susie, despite their different
attitudes to life and their own individual circumstances which occur
as a result of their approach to life, drink until they are intoxicated
and then like the fly, still must struggle in the darkness against
the illness that the wine has caused. The entire situation, for both
the fly and these characters, is one of decadence, self-destruction
and defeatism.
After examining the structural process that is employed in
the novel, Wilfred Cartey comments that:
And A Threefold Cord proceeds by introducing its
characters in a series of scenes. We are given their
family relationships, their idios3mcratic gestures to¬
ward one another and toward members of the commu¬
nity. Then we see them playing out their roles op¬
posite those with whom they have relationships or
rapport, after which we are shown the results of these
relationships, results brought about partly by society
and partly by their inner qualities.
Skillfully, La Guma portrays how apartheid is manifest in the non¬
white experience through his tragic presentation of the Pauls
12
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family, the protagonists in And A Threefold Cord, who slowly
deteriorate under the motif of rain. Hurdled together in their
pondokkie located in the heart of this "Bantu” refuge, the Pauls
stand together to fight the outer forces that prevail against them.
The late summer rains beat against their lives and the police raids
similarly dampen their spirits.
Throughout the twenty-eight chapters of this novel.
La Guma weaves the motif of communality through the actions of
his characters. The plot is based on communality and his charac¬
ters' will to survive. Through his characters' struggles to re¬
sist a devastating Cape winter and the police conniving to crush
them. La Guma describes in this story a large body of people who
will not be easily defeated if they stand together. La Guma under¬
scores this message by presenting an inscription to the novel which
is taken from Ecclesiates (IV: 9-12):
Two are better than one; because they have
a good reward for their labour.
For if they fall, the one will lift up his fellow:
but woe to him that is alone when he falleth;
for he hath not another to help him up.
Again, if two lie together, then they have
heat, but how can one be warm alone ?
And if one prevail against him, two shall
withstand him; and a threefold cord is not
quickly broken.
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This message is made overt in the last chapter of the novel as
Charlie Pauls explains to Freda, his girlfriend, the concept of
unity that a friend of his always talked about;
"Listen, " he said. "There was this rooker I
worked with when we was laying pipe up country. . .
He said something one time, about people most of
the time takes trouble hardest when they alone.. . "
"Like he say, people can't stand up to the world alone,
they got to be together.
While it appears that white South Africa exerts total control
over the non-white community in this novel, all of the characters
maintain their own peculiar mannerisms and ways. Through his
portrayal of the non-white characters. La Guma presents the hope
and despair that they exhibit. Through his depiction of the white
characters. La Guma shows how the system of apartheid is main¬
tained.
The novel opens with the Pauls family being awakened by
the sound of rain and wind pouring through the roof of their home.
As the protagonists slowly arise, the situation which they face is
revealed. Dad (Frederick) Pauls is very ill. Ma (Rachel) Pauls
is concerned about her husband's illness and about her children's
plight. Ronald, Charlie's younger brother, is angered by
Charlie's constant innuendoes about his relationship with Susie,
a township girl, whom Ronald loves and whom Ma Pauls hates.
13
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Jorny Pauls, the youngest member of this family, who spends
most of his time being truant from school, attempts to sleep under
a tattered quilt while around him the rain and wind threaten to
topple the house and his two older brothers argue. Caroline, the
Pauls' only daughter, is near childbirth and lives with her husband
in the Pauls' backyard in a make-shift iron shack constructed from
the frame of a train box-car.
La Guma employs character description and assembled
details to describe the chief protagonist, Charlie Pauls. Using
dialogue, he shows that Charlie is compassionate and easy-going.
Charlie exhibits a sense of hope that is unseen in the other charac-
15
ters. From the time that Charlie is introduced in the story
until the novel ends, he demonstrates the unity which La Guma
uses as the major theme of this novel. Charlie is the oldest son
on whom Rachel Pauls depends for sheltering the family. While
his father lies ill, Charlie searches throughout the township for
caste-off liter and abandoned junk iron to heave unto the roof of
the home. Charlie's actions reveal his total sense of commitment
to his family. He had helped his father build the house in which
the Pauls now live. Conditions have not improved from then until
14
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now. They have worsened because now Dad Pauls cannot contribute
to the sustenance of the family. However, Charlie still tries to
hold the family together. Using interior monologue, descriptive
details of the outward appearance of the house, and dialogue.
La Guma demonstrates the concern that Charlie has for his family
and he shows how the chief protagonist acts to preserve the house¬
hold:
But he felt the side of the house sag under him,
and he thought, desperately. Oh, God, the whole
effing thing is going to come down... Need a whole
new piece of iron, dammit... Ma came around an
agle of the shack.
Charlie said, "I'm going to *ou' Mostert and see
is he got some stuff we can use for the roof."
He considered the matter of the roof a serious
proposition. 16
The need for unity within the structure of the non-white
family and communality among the people living in the township is
further described by La Guma through his portrayal of Charlie
Pauls. Charlie also demonstrates his sense of commitment to his
family by fighting Roman, a thug in the township who threatens to
hurt Ronald. Charlie encounters Roman and a group of other men
as he walks through the township enroute to a garage, owned by a
white man named George Mostert, where scrap-iron is stored,




labourer, is jealous of Ronald's relationship with Susie. He boasts
in front of Charlie and the other men that he will hurt Ronald, if
Ronald attempts to see Susie again. Charlie's concern for his
brother's safety and his pride to defend the Pauls family name,
which is denigrated by Roman before the other men, goads him to
fight. Although Roman is treacherous and brutal in his attack on
Charlie, the chief protagonist defeats Roman by knocking him un¬
conscious. As Roman lay in the mud, Charlie indicates to the thug's
companions the sense of unity that he feels:
"Tell him to leave my little brother alone, under¬
stand?" What he want to mess with us for?" 17
Later in the story, Charlie reiterates his feelings of unity
for his family when he tells Freda that a man must stand up and
fight for his brother when others prevail against him. Charlie pre¬
sents this same view to Ronald despite the resentment that Ronald
18
shows for Charlie's concern about him. The dialogue between
Charlie and his Uncle, Ben, reveals how by uniting together,
families can withstand total destruction. Uncle Ben is Rachel's
brother. He lives alone in the township. He works as a house
painter, however the heavy rains prevent him from securing odd
jobs and money to buy liquor. He is a drunk who explains his
^"^Ibid., p. 52.
^^Ibid., pp. 58, 90-91.
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situation to his nephew, Charlie, as being one that is caused by an
evil force:
Is like an evil, Charlie, forcing a man to go on
swallowing till he's fall-fall with liquor. .. Is an
evil. . . what make a man drink himself to death with
wine, an evil what make a poor old man shiver and
shake himself to death in a leaking 'pondok' without
no warm soup and no medicine... But what make a
man got to suffer things?
Despite the fact that Uncle Ben does not want to push his trouble on the
Pauls family, whose situation he considers to be more devastating
then his own, Charlie shows the need for unity by reminding Uncle
Ben that he too is a member of the Pauls family.
An important feature of Charlie's portrayal throughout the
novel is the optimism which he displays toward life. Cartey sug¬
gests that ”... Charlie's optimism is his way of expressing an inner
strength, of resisting his complete ruin, of suppressing the rage
that controls the gestures and thoughts of his younger brother,
Ronald.'' The way in which the chief protagonist views life
enables him to encourage others to resist complete ruin as well.
This point becomes obvious by the end of the novel as Charlie ex¬
plains to his girlfriend Freda, how, through communality, non¬
whites can survive. By taking Freda into their home, after a fire
^®Ibid., p. 81.
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kills Freda's children and destroys her house, the protagonists
demonstrate how non-whites can withstand oppression and destruc¬
tion by helping one another. Charlie tells Freda that despite the
circumstances of her childrens' death (Freda, who works as a
housekeeper for a white family in the city, had left her children
alone, locked in the house for their own safety. The stove which
Charlie had agreed to fix but did not, exploded killing the children),
she should not withstand her hardships alone. It is in this light
that Charlie draws a parallel between the plight of his brother
Ronald, that of his Uncle Ben, that of Freda and the rest of the
people in the community:
"Awright, you locked the door. But I could have
fixed the stove... Maybe it was all just put out like
that, the way some people say... people can't stand up
to the world alone, they got to be together... Ronald
didn't ever want nobody to he'p him. Wanted to do
things alone... like Uncle Ben, too. Is not natural for
people to be alone. Hell, I reckon people was just
'made' to be together...
Charlie's views on life are a direct outgrowth of those of
his parents, especially those of his mother. Ma Pauls is pre¬
sented as the central strength of her family. It is through her
hard labor, faith in God, and her dependence on Charlie and her
friends that she manages to keep her family from incurring total
21
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destruction. Through Ma Pauls, La Guma reveals the situation of
the Pauls family. She describes the types of character that her
22
children have as well as the kinds of problems that they face.
She provides food for her brother Ben (despite the fact that she re¬
sents his excessive drinking) during the winter months when the rain
prevents him from working. Using dialogue. La Guma depicts how
Ma is able to care for her husband even though she cannot afford
proper medical treatment:
.. . We owe the doctor, and he said last time he
won't come till we pay cash. And there's no money...
I'm going up to Mulela for some herbs. Maybe the
herbs will help...
La Guma uses descriptive detail and dialogue to show the
24
type of man that Dad Pauls is and how he is revered by his family.
He presents Frederick Pauls as being once strong, tall and able to
provide the basic necessities of life for his family. Even while he
is dying. Dad Pauls exhibits concern for his family:
... 'is the children awright?'
... 'I would have like them to be living in another
o c
place. Like thos houses with tile roofs.
^^Ibid., pp. 33-36, 91, 109, 111.
^^Ibid., p. 75.
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Although Dad Pauls dies poor and pathetically, he ends his life
respectably because he had been able to hold his family together
despite increasing hostility from the society and the elements.
Through his portrayal of Nzuba, a neighbor of the Pauls
family and Ma's best friend. La Guma illustrates how members of
the non-white community depend on each other to sustain life.
La Guma portrays Nzuba as a crude large woman who wears cast¬
off clothing and men’s shoes. Inspite of her apparent ugliness and
poverty, Nzuba assists the Pauls when Dad dies. She tells Ma
Pauls that people must assist each other in the township. It is
because of Nzuba's sense of comradeship that she offers Ma Pauls
some water (which is difficult to obtain in the township) and helps
Ma with Caroline, while Caroline lies in childbirth.
Through Ronald Pauls, La Guma shows what happens to
young non-white men who attempt to survive alone. Ronald does
not share Charlie's or his mother's views on life. He does not
care about anyone except himself. He is angry because of his
plight and is humiliated by Susie, who chooses to offer her body
to other men instead of him. In a moment of blind rage, Ronald
kills Susie because he feels that she betrayed his love for that of
a white man's.
La Guma's portrayal of Ronald, Roman, Susie and Drunk
Ria demonstrates the different reactions to oppression (other
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than communality) that other characters have, Roman unleashes
his anger by beating his wife and children. He blames them for his
miseries and the poverty in which he abides. He resorts to robbing
anyone in the community who is weaker than he. His relationship
with Susie and other prostitutes offers him momentary release
from society. Susie displays even further the psychological devas¬
tation that apartheid causes for non-whites. She becomes a prosti¬
tute in order to escape reality. With the money that she earns
from other men, she demonstrates the degree to which she has
become alienated:
"I brought me some new Bings.
... I was going to buy a Frankie Lane, but it wasn't
such a nice song. ”26
In order to cope with life. Drunk Ria becomes a drunk. Like the
above alienated characters, she curses, weeps and lurches through
life without hope.
Through his depiction of the police in the last section of
the novel. La Guma shows how apartheid is maintained. In a
series of short episodes, the police rip into the township, fer¬
reting out non-whites who live in the township illegally, that is,
without having passes granted by the government. The police act




Pauls family and harass other characters in the township.
Although there are two types of police presented in this
novel, there is no real differentiation in the roles that they play in
the story. As they raid the township, the white police are the
executors who issue orders of brutality upon the township natives
which their black subordinate officers carry out. The black police
are presented as dull and dumb-witted oxen who are prodded by
their sense of inferiority to whites into using brutal action against
27
their own people.
Acting as a group, the police discover Caroline in child-
birth as she is crudely assisted by her mother and Nzuba. They
find Charlie Pauls in bed with Freda and they accuse Freda of being
a black whore. They arrest Ronald whom they snare in the act of
murdering Susie. Using dialogue. La Guma depicts the attitudes
and mores of the police. He shows the disregard for the lives of
non-whites that the police exhibit. They humiliate the characters
by making the characters stand naked before them. They snear at
the natives and denigrate them through name calling. They disrupt
families, dragging half-dressed men and women out into the rain.
The police look for any excuse to arrest the people in the township.
27
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Each time the police break into a home, they accuse the occupants
of breaking the law:
"Where's the goddam pass?...
Your permit to love in this area.
... Alright... Where's the dope?"
The police experience pleasure in snaring natives who don't have
passes or whose passes are invalid. They throw non-whites, whom
they have caught with drugs, liquor, or pass violations, into vans
and then cart them away to the nearest city jail. La Guma also
uses descriptions of the police's bodily features to show that they
are dispassionate and hard:
For the rest, his face was the colour of red stone
and as harji, dissected all over by tiny wrinkles
not unlike the lines on a map, spreading... up the
hard crag of his nose...
While the police are actively present in the story, they do not ap-
30
pear to dominate life in the community.
Through George Mostert, La Guma demonstrates how the
rule of apartheid also alienates whites in the society. George
^^Ibid., pp. 132, 135.
^®Ibid., p. 136.
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Cartey, Whispers, p. 129. Cartey has suggested that
the police in And A Threefold Cord, are simply one more, among
the many hostile forces that burden and influence the characters to
the point where time stands still, and the life cycle becomes the
only point of continuity.
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owns a garage and lives alone on the outskirts of the shanty-town.
He assists the people living in the township by giving them pieces
of scrap iron for their homes. George's situation, his loneliness
and isolation, his inability to establish a friendship with non-whites
and his desperate clinging to an outmoded and crumbling garage, are
31
contrasted to the living warmth of the shanty-town community.
Because he is white, George feels that he is superior to non-whites.
Although he wants to form a friendship with Charlie Pauls, he isn't
able to because he feels that whites should not socialize with blacks.
Because of how apartheid is manifest in his life, George becomes
an alien to the community. La Guma uses interior monologue to
reveal George's feelings. It is through this technique that he
makes us disapprove of him:
... Maybe it ain't right, people like us should
mix with them. After all.... one didn't go with
coloured girls; it was against the law, any way.
Through the dialogue of George Mostert and another white man,
who stops at George's garage for gas. La Guma depicts the ways
in which the white society views non-white shanty-towns:
31
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"What's that?" he asked of George Mostert.
... "Oh, jus' one of those slum places. "
"Christ, I bet it's mucky as hell. Wonder why
the authorities don't clear the bloody lot out. Just
brings disease and things... "I don't know what we
poor buggers pay taxes for. "
Using assorted details and dialogue. La Guma is able to
make sociological statements on the conditions of life in the town¬
ship. He depicts how poverty unites some of the characters:
There were five of them, a motley collection
of scarecrows, dummies stuffed with the straw of
poverty...
He illustrates how, in poverty, other characters exploit their own
people to survive. This is evident in chapter seventeen, the water
scene, where the characters are pleading to their neighbors for
^ 35water. La Guma unveils the irony of the non-white situation
by describing how in one form, such as rain, water is so abundant
that it becomes detrimental, while in another form, it is so
scarce that it becomes a precious commodity over which people
fight.
The attitudes that the characters hold toward life deter¬
mines what happens to them by the end of the novel. Jorny





family. Jorny's actions enable him to cope with the bleak realities
of life in the township. Ronald's inability to control his rage, which
results from his inability to change his living situation, ultimately
causes his alienation. In a moment of blind rage, Ronald kills
Susie, because he is jealous of the way she flirts with other men.
He is arrested by the police, separated (because of his thoughts and
actions) from his family and the society. Charlie adopts political
views which he had not been able to identify earlier as his own.
He demonstrates this adoption as he knocks down one of the white
policemen (who invades the community and discovers Charlie
standing alone) in retaliation for the humiliation that the police
have made him and his neighbors feel. Freda, like Ma Pauls, ex¬
hibits an inner-strength that enables her to cope with the tragedy
that surrounds her life arid the community. Charlie and Freda,
who share the same optimism toward life, will marry.
By means of the techniques that La Guma uses, he re¬
veals that even under the doctrine of apartheid, when people stand
together, they form a three-fold cord that is not easily broken by
the hostility of the society or the elements. Thus, in this world
"of the poor and bewildered presented by La Guma, no escape is
possible. In the lives of slush and slime there is solace only in
communality. And so, even the slushy pools of water along the
59
road, formerly separated by puddles, are linked together at the end
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of the book, forming a cord. "
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CHAPTER THREE
THE STONE COUNTRY
In his third novel. The Stone Country, ^ La Guma again con¬
sistently directs his use of setting, character and plot toward
making a political statement. The novel's political statement is
conveyed not only by these means, but often also by the thoughts or
words of the central characters.
Through the eyes, ears and hearts of the characters in this
novel. La Guma presents the daily atrocities that non-white men
commit against each other in the prisons of South Africa as well as
those of the guards against the prisoners. Based on the harrowing
experiences of these men who are attempting to survive the ordeal
of incarceration, this novel appears to be autobiographical. The
black and coloured characters presented in this story appear to be
sketches of the people whom La Guma has met and suffered with
during his political confinement in jail.
^Alex La Guma, The Stone Country (Berlin: Seven Seas
Publishers, 1967). The type of setting and characters presented
in this novel are similar to those that are depicted by La Guma in
his short story, "Tatoo Marks And Nails”. The similarity be¬
tween the techniques that La Guma uses to introduce these two
stories will be discussed later in chapter five of this study.




George Adams is the central character in the novel. His
role is primarily that of an observer who connects different parts
of the story. Adams, along with Butcherboy, The Casbah Kid,
Yusef the Turk, Solly, Gus, Morgan, Koppe and a host of other
characters have been imprisoned for their own peculiar crimes.
Most of the characters are murderers, robbers, rapists, thieves
and repeat offenders who never had a chance to live full and legiti¬
mate lives under the system of oppression.
The introductory chapters in this novel create the appro¬
priate setting for the story. However, imrnediately, in the open¬
ing chapter, the protagonist is placed into a situation in which he
interacts with other characters who will play major roles. The
atmosphere of desolation for the story is established while new
scenes and new characters are introduced. The opening demon¬
strates how La Guma uses dialogue and an accumulation of detail
2
to evoke the reader's curiosity.
Using assorted details. La Guma describes the usual
features that one would see in prison. Through his depiction of
the epitaphs, salutations and warnings that the inmates inscribe
on the walls of the cell block. La Guma reveals the crimes that
some of the characters have committed and explains how they feel
^Ibid., p. 11.
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about their crimes. He also illustrates the penalties which the law
imposes upon them:
'Gus was here for Housebreak and Theft... 22 May
Willie King got 4 years for rape; This guy is going to
swing - so what? .... God gives us life and the hang¬
man his rope...' 3
La Guma records the songs which the inmates sing to describe how
they feel about their predicament. The various moods of the
characters as well as the atmosphere of the story are delineated
through the inmates' singing of such sad and emotion-laden songs
as 'Nearer My God to Thee... We plough the fields and scatter the
good seeds on the ground... While shepherds watched their
4
flocks...'.
The novel is divided into two parts. In the first fourteen
chapters. La Guma introduces all of the characters through
George Adams. Adams is jailed for his attempt to organize non¬
whites, which is illegal in South Africa. La Guma shows how the
protagonist is arrested and confined by the secret police for
passing out socialist leaflets. Through descriptive detail, which
is juxtaposed between dialogue and now-relevant details buried in
5
the first chapter. La Guma establishes that Adams is coloured.
^Ibid., pp. 12, 131.
^Ibid., pp. 13, 15, 131.
®Ibid., p. 13.
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By threading his narrative with Adams' perceptions of the political
and socially segregated climate under which these characters live,
and by showing the prisoners' reactions to his "crime”. La Guma
illustrates that Adams, for the most part, is respected by the
other inmates for his political convictions.
In the first of the two "Parts" of this novel, through the
interaction of the characters with George Adams, we learn that it
is the political cause to which Adams has dedicated his life, that
pulls some of the prisoners toward him. His reserves of self-
respect and respect and kindness toward others attracts most of
the rest.
The most brutalizing character in the novel is Butcherboy.
He and his henchmen are depicted as vicious bullies who terrorize
the weaker prisoners. They confront George Adams and the other
inmates who receive gift packages from visitors and wrestle away
from them all the worldly possessions that they are permitted to
keep in jail. The first nine chapters unfold details of this abuse
that are critical to the plot in this story. In these chapters.
La Guma shows how the main characters have come to be im¬
prisoned as well as the relationships that they have formed.
George Adams, who is jailed because of his political convictions,
forms a friendship with Yusef the Turk, who vows to protect
Adams as a result of their friendship.
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In chapter ten of the first section of the novel, the plot in¬
tensifies as Butcherboy attacks Adams. Through the actions and
dialogue in this chapter. La Guma demonstrates that Butcherboy is
literally murderous. He singles out Adams who, unlike the other
characters, does not back down from him. When Butcherboy at¬
tempts to hurt Adams, Yusef places his own life in jeopardy by
prodding Butcherboy to release Adams while the other inmates look
g
on. Thus, La Guma introduces the motif of heroic unity.
Initially, Yusef maintains the code of survival which
governs the lives of most of the other inmates. Yusef believes
that only the strong survive in prison. When he first meets Adams,
he warns him not to give support to or expect support from other
inmates. However, Yusef changes his code of behavior after he
witnesses the way that Adams interacts with the other prisoners.
After Yusef forces Butcherboy to release Adams, he is then
pressed by Adams to explain his change of behavior. Through
dialogue. La Guma shows that Yusef changes his philosophy be¬
cause of the realization that communality, which Adams pre¬
scribes, is the most effective means of survival for non-white
inmates:
George Adams asked, "Well, what for did you





"Ja. Maybe is for like me and Butcherboy and
the res' of these skolly-boy hoodlums... People like
you, we got to look after, mos. "
La Guma makes extensive use of interior monologue to de¬
lineate what these characters are thinking and feeling. In a mo¬
ment of silence, Adams confesses to himself:
... What a waste; here they got us fighting each
other like dogs. George Adams did not have any
regrets about his arrest. You did what you decided
was the right thing, and then accepted the conse¬
quences. .. He thought... There's a limit to being
kicked in the backside.... ^
This passage, also, incidentally reveals the attitudes that many
non-white convicts hold as a result of the peculiar position that
they occupy in the South African society.
In part two of the novel, there is a peculiar movement to¬
wards a kind of resolution. Adams is thrown into solitary confine¬
ment for confronting a white prison guard. He is the only prisoner
in this story who talks back to a guard of the establishment. The
other inmates notice that Adams, in the name of rights and jus¬
tice, challenges authority. From this act, the protagonist gains
further respect from the inmates who interpret the reason for his
being thrown into the "hole" as an act of heroism.





rule strategy to control the inmates. The guards are presented as
angry, impatient men who push the inmates around. La Guma also
depicts the guards as having animal-like features;
He was short and had the chest and shoulders of a
young bear, and... bowed legs of an ape in the khaki
trousers...
His complexion... was flushed red with anger and
impatience... he hurled himself suddenly at them,
shouldering the men into a stumbling, clawing rout
against the wall. ®
From the moment that the non-white men enter the prison, they are
singled out by the guards, issued identification cards that list their
crimes and then shuffled away, according to their color, to various
cell-blocks. The guards' system of separating the men by groups,
based on color, from one another in prison is similar to the system
of apartheid which whites maintain in the society. The white
prisoners are completely separated from the non-white inmates.
Subtly, through dialogue. La Guma shows that the white prisoners
receive better treatment than non-whites. While the white
prisoners are provided with better rations of food and clothing,
the non-white inmates are subjected to inferior conditions of
living.





is explained by Jefferson Mpolo, an African political organizer,
who is arrested with Adams for passing out political leaflets.
Prior to being confined to a section of the prison that is designated
for African inmates only, Jefferson tells Adams that:
,.. This jail is a small something of what they want
to make the country. Everybody separate, boy:
White, African, Coloured. Regulations for everybody,
and a white boss with a gun and a stick...
In addition to separating the African inmates from the coloured men,
the guards use identification cards to control the movement of both
groups throughout the prison. The non-white inmates are each is¬
sued I. D. cards which list their race, crime and name. These
cards are inspected by the guards before the inmates begin each
daily prison routine. A similar parallel to how whites use the
pass influx laws to rule the society is drawn by Jefferson as he
cautions Adams. He explains that the movement of non-whites in
prison is governed by identification cards, much like the movement
of non-whites outside of prison which is governed by the pass-influx
laws:
Jefferson said, "You got your card? Listen,
look after it. Anywhere you go in this place you got
to have that card with you. You lose it and these





The conflict between Yusef the Turk and Butcherboy is re¬
solved in the last chapter of the first of the two "Parts” of the
novel. During another one of his deadly fights, Butcherboy nearly
kills Yusef but the tragic, youthful character Casbah intervenes and
surreptitiously stabs Butcherboy in the back with a knife he had
secretly made. The fact that none of the other inmates saw Casbah
deliver the fatal blow indicates that he too is a master artist at his
trade. In the act of killing Butcherboy, Casbah keeps his secret
vow to make Butcherboy pay for earlier violence against him.
One of the ways which La Guma depicts the type of character
that these non-white inmates have is by describing their outward
appearance. Using this technique. La Guma contrasts the variety
of men that are imprisoned. Butcherboy, before he is killed by
Casbah, is depicted as a brutal thug with an animal-like torso:
He was half-naked, revealing an ape-like torso
covered with tatooed decorations: hands holding
hands, a skull-and-cross bones, a Union Jack, a
dripping dagger, and various other emblems con¬
sistent with his barbarism.
Solly, who clandestinely helps three of the inmates confined in
isolation escape, is presented as a "crumpled memo-sized
yellow duplicate of a man, with eyes like smeared plus-signs... a




His scrawny miniature body was clad in a stained and filthy shirt,
14
several sizes too large for it... " Unlike the other inmates,
Yusef is depicted as being a handsome coloured gentleman gangster -
a member of the underworld artistocracy - who wears flamboyant
clothes.
La Guma's description of Albert March, who calls himself
The Casbah Kid, underscores the tragedy that surrounds this youth¬
ful character:
He was nineteen... he looked like a picture of a
Japanese prisoner of war.... The small, smooth,
gnawed face with its wipsy moustache, like that of
a slum child who had decorated his upper lip to
appear grown-up, stared ahead out of wet, hooded,
pebbly eyes. 15
This book opens with Casbah explaining his immediate situation to
George Adams while they are both held in solitary confinement.
Through his portrayal of Casbah, La Guma makes clear that a
determination to go it alone cannot succeed, is caused by abuse,
and is a hard shell to a warm heart which would reach out to
people if he thought it was safe. Casbah is imprisoned for mur¬
dering a man. He explains to Adams that during his attempt to
rob a drunk, the drunk provoked him and he stabbed the drunk.




Ibid., pp. 14, 59.
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drunk, he was caught wearing the drunk's wrist watch by the police.
After hearing the incident which Casbah relates, Adams is disturbed
by the insensitivity that Casbah shows for his crime and for the ulti¬
mate penalty of death by hanging that this young character faces.
Throughout the story, Casbah avoids forming a friendship
with any of the other prisoners. When he arrives at the prison, he
receives an 1. D. card and like the other new coloured prisoners, he
is ushered off to the coloured cell-block. He then is singled out
from the other new arrivals and brutalized by Butcherboy. Casbah
maintains the same self-preservation attitude that Yusef had
initially held. He neither gives support to the other inmates nor
expects support from them. He surreptitiously kills Butcherboy
not because he wants to help Yusef but out of revenge. After killing
Butcherboy, Casbah starts a fight with an inmate and is placed in
isolation where he feels that he will not be detected for his recent
act of murder.
In part two of the novel, the kindness which George Adams
displays toward three non-white convicts in isolation attracts
Casbah to him. Until now, Casbah had not trusted anyone. He
had felt that interacting or talking with the other men was useless
especially since he was going to hang for murder. However,
after observing the way that Adams relates to the other convicts,
Casbah changes his code of behavior. He reveals to Adams the
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tragic circumstances surrounding his life;
"Listen, " said The Casbah Kid... "They hanged
my father for the murder of my mother. . .
And I could have saved him, hey. "
Throughout most of his childhood, Casbah cind his mother are
brutalized by Casbah's father. During one of the nights that his
father returns home drunk, Casbah is severely beaten and looses
consciousness. When he awakens, he watches his mother commit
suicide while his father drunkenly slumbers nearby. Casbah's
father is accused of murdering his wife. At his father's trial,
Casbah relates to the judge how his father abused his family. He
does not reveal that his mother committed suicide and his father,
consequently sentenced for murder, is hanged. After hearing
Casbah reveal this incident, George Adams begins to understand
why Casbah is callous toward others. By the end of the novel,
Casbah is led to the gallows to be hung. However, George Adams,
whom Casbah briefly learns to respect, provides the tragic youth¬
ful character with a moment of release and friendship.
Through his portrayal of Koppe, the escapee. La Guma
shows that sometimes by miracle the weak and virtuous survive
precisely as a result of the conniving of the strong and vicious.




tion for attacking a guard. He is antagonized by Gus and Morgan
and he cowers from the insults that these two convicts inflict upon
him. When Koppe learns that Gus attacked the guard, purposefully,
as part of an escape plan, he becomes frightened. Unlike Gus and
Morgan, Koppe feels that he will be killed by the prison guards if he
joins the two men in their escape attempt. He contemplates inform¬
ing on Gus and Morgan but knows that he would be killed by other in¬
mates for such an act. However, Gus and Morgan force Koppe to
escape with them.
Gus, unlike Koppe, is confident that his escape plan will
work. He waits until the last moment to inform Morgan and Koppe
about his plan. What is intriguing about this escape attempt is the
role which Solly plays to help Gus and the fact that Koppe (the in¬
mate who because of his fears and weakness is most unlikely to
escape) is the only one of the three convicts to succeed in es¬
caping from the stony wasteland.
From the moment that Solly enters the prison, he acts
like a clown before the other men. He dances a grotesque jig,
like a marionette, before the guards to appease them. He diverts
a probable brutal attack upon himself by Butcherboy and his gang by
humoring them. Based on Solly's attitude towards the other men
and his actions, he does not appear to be a hardened criminal.
He is arrested for provoking a fight while being drunk in a bar.
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When he is given a light fine by the judge for his crime, Solly re¬
fuses to pay and is thus imprisoned for a short period of time.
When he relates the incidents which led up to his imprisonment to
the other men, they think that he is foolish.
Initially, Solly's clown-like attitude appears to be his way of
surviving in prison. Purposely, he does not threaten any of the
other men and he seeks to convince them, by dancing and clowning
around, that he is harmless and foolish. However, Solly uses this
act to conceal his interior motive of helping Gus to escape. Through
Solly, La Guma shows how a non-white man is able to plant himself
in prison for the purpose of helping others to escape. Clandestinely,
that is, without being detected by the other inmates, Solly supplies
Gus with hack saw blades and other critical information regarding
the escape plan. The fact that both Solly and Gus are supported by
others in the society, reveals further that the inmates live by
17
norms other than those dictated by apartheid.
La Guma uses metaphor in the cat and mouse scene to
demonstrate even further how the weak and virtuous survive
despite, and even as a result of the conniving of the strong and
17
Ibid., pp. 120, 125. Passages on these pages specifi¬
cally reveal that Solly receives help from friends outside of prison.
Gus' friends outside have organized the escape attempt and sup¬
plied Solly with hack saw blades to give to Gus as well as informa¬
tion regarding a get-a-way car that would be waiting for Gus.
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vicious. In chapter ten of the second part of the novel, the pris¬
oners and guards are interupted from their daily routine, by a
prison cat that has trapped a mouse. The cat proceeds to worry the
mouse to death before devouring it. However, the mouse uses its
instinct to survive, by-passes the cat, before the cat delivers its
fatal blow, and thus escapes. La Guma contrasts the superior
strength and agility of the cat to that of the weak and defenseless
mouse to show how for the mouse there is little hope:
The mouse, small and grey, had no intention of
being devoured, but there, in the hot glare of the sun
that practically blinded it, and dizzy from the blows it
had received from the cat's great paw, there seemed
little hope...
The cat lay on its belly... curved, predatory claws
stretched menacingly from under the fur of its paws,
ready to strike.
The manner in which the cat traps and torments the mouse is simi¬
lar to the fashion in which the guards control and oppress the in¬
mates.
While La Guma uses metaphor in the cat and mouse scene
to illustrate his political message, the escape of the mouse from
the stealthy grip of the prison cat parallels Koppe's escape. Al¬
though Koppe is badgered by Gus and Morgan, he manages to




Koppe, like the mouse, is caught in the snare of the strong and
vicious. He is virtually defenseless until the appropriate moment
arises which allows him escape and release.
The story that Morgan relates to Gus before the escape at¬
tempt reveals that even the oppressed can only endure so much be¬
fore they strike back. Morgan, who reads one of the inscriptions on
the wall of the isolation cell: 'Toffy Williams Was Here For Murder',
tells Gus Toffy's situation. Toffy, a fisherman, meets a woman
named Bella whom he marries. One evening, upon returning from
a fishing voyage. Toffy is informed by his best friend, Sam Niekerk,
that another man has been sleeping with Bella, Toffy becomes en¬
raged by his best friend's insinuations and when he returns home,
he discovers Bella with another man just like Sam had warned.
Toffy kills the man, who had only helped Bella carry groceries into
her home, and is thus imprisoned for murder. Bella perhaps strikes
back at Toffy for his violence against an innocent man by establishing
a relationship with Sam. Under the code of oppression which these
characters live, after Toffy is imprisoned, the relationship that
Bella maintains with her husband's best friend, enables her to
survive.
Subtly, La Guma uses metaphor, in describing the con¬
crete wasteland in which the protagonist lives, to show the stony
concrete social environment of all South Africa:
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In this half-world, hemmed in by stone and iron,
there was an atmosphere of every-man-for-himself
which George Adams did not like. He had grown up in
the slums and he knew that here were the treacherous. . .
the cringers and the boot-lickers, the violent. . . the
bewildered and the helpless; the strong preyed on the
weak, and the strong and brutal acknowledged a sort of
nebulous alliance among themselves for the terrorisa-
tion of the underlings. 19
Despite the concrete ('stony') wasteland that is presented in this
novel. La Guma demonstrates through the portrayal of his charac¬
ters how incarcerated men live by norms other than those dictated
by apartheid. The characters mentioned above depict the code of
the underworld and through their interactions, we witness various
forms of defiance against oppression. Triumph over the conditions
of life under which the characters live is achieved more in this novel
than in La Guma's two novels we have already discussed. Although
most of the characters do not achieve an ultimate victory over in¬
carceration, their determination to adapt to the system enables
them to sustain life in spite of the forces that oppose them. The
plot as a whole demonstrates that such alternative systems of
^^Ibid., p. 37.
^^Samuel Omo Asein has suggested that characterization
in The Stone Country, marks the triumph of those who have chosen
to live by standards other than those defined by apartheid - of man
in a determined struggle to stand against oppression. For a dis¬
cussion of the ideological statements in La Guma's novels, see
Samuel O. Asein, "The Revolutionary Vision In Alex La Guma's
Novels," Phylon 39. 1 (March, 1978): 74-86.
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survival work best when founded on communal interdependence
rather than selfish solipsism.
CHAPTER FOUR
IN THE FOG OF THE SEASONS' END
In The Fog Of The Seasons' End, ^ La Guma's fourth novel,
reveals in more scope and detail the determination for the present
and the hope for the future held by the people of South Africa.
There are two main characters in the story, an African, Elias
Tekwane, and a coloured man, named Beukes, who demonstrate
the alternative responses that non-white political activists main¬
tain against the political situation. Other characters in the novel -
a coloured school teacher, called Flotman, the non-white laborers
and other indigents who assist the protagonists, and the murderous
white security policemen - portray the types of action taken by
those who represent the society and those who fight against it.
This novel describes an underground movement during the
Alex La Guma, In The Fog Of The Seasons' End (London:
Heinemann Educational Books Ltd., 1972). Hereafter, this novel





post-Sharpeville era. In this book, a clever double-plot with
Beukes vs. Elias is used to unfold the events of the story. At cru¬
cial points in the plot, we are provided with crucial history of Elias.
However, the story line follows Beukes. Characterization in this
novel shows how non-whites have developed a method for avoiding
the police, who establish a spy network and security check point
system to capture political organizers. It also depicts the varying
extent to which the characters are committed to their beliefs.
Consistent with La Guma's usual technique, the beginning
of the book sets the mood for the story. However, unlike the other
novels, the beginning of this novel is separated from the rest of the
novel in the form of a prologue. In this prologue. La Guma imme¬
diately creates a sense of terror, suspense and horror in the
reader.
The story opens with the secret police, the most vicious
police unit in the society, arresting a character (who is not
David Rabkin has noted that the theme in In The Fog Of
The Seasons End, is directly political, an account of revolutionary
activity in the post-Sharpeville era. For a discussion on reality in
La Guma's works, see David Rabkin, "La Guma And Reality In
South Africa," The Journal of Commonwealth Literature 8. 1
(June 1973): 54-62. For Rabkin's criticism on In The Fog Of The
Seasons' End, see pp. 60-61.
La Guma uses double-plot structure--the simultaneous
development of two plots which depict the situation of the protag¬
onists as well as that of the minor characters--to reveal the cir¬
cumstances which goad the characters to action.
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identified until later in the story) for his underground activities.
Terror and horror is invoked in the reader as La Guma demon¬
strates the inhuman qualities of the police who, after brutalizing the
un-named character, further their torture by humiliating him:
.. . 'we don't want to kill him yet. ' He unzipped
his fly and urinated off the steps into the prisoner's
face. 'That must wake him up, ja. '
In the prologue. La Guma uses dialogue to present the political and
5
social position that the police maintain against non-whites. He
also uses this same technique through the non-white prisoner, who
is being humiliated in this scene, to explain why political activists
0
fight the regime of apartheid. La Guma uses descriptive detail
to depict the dimension of terror under which the unidentified
prisoner lives:
Behind the ugly mask of the regime was an even
uglier face which he had not yet looked on. You went
through the police charges.. .the flailing clubs, the
arrogant rejection of all pleas.. .blood dried on the
street like spilled paint where a shot body had lain,
but here.. .was another dimension of terror.
The plot is made up of several movements back and forth in
time. Sometimes the new chapter abruptly begins in unfamiliar
4





territory. But at other times La Guma uses characterization as a
tying device, which, when linked with assembled details, unites the
story. The sudden transition from the prologue to the first chapter
demonstrates how La Guma is able to invoke curiosity and suspense
in the reader. As a result of not identifying the conspirator in the
prologue and by abruptly introducing Beukes, in a completely new
setting, in the first chapter. La Guma leads his readers to believe
that it is Beukes that the secret police have arrested. The terror
and suspense which is created at the onset of the story, enables
La Guma to later invoke hope and assurance in the reader that the
political organizers will one day succeed in leading non-whites to
overthrow oppression. This becomes evident by the end of the novel
as the unidentified prisoner is named and the plot of the book is re¬
vealed.
The relationship between the prologue and chapter seventeen
is a special one, handled skillfully and uniquely by La Guma. He
presents in the prologue the sketchy details of the specific events
in chapter seventeen. It is as if he wrote the novel first and then
went back, chose an important event in the story and then presented
that event to the reader in the form of a prologue. The skillfulness
and uniqueness are in the fact that La Guma presents only part of
the details in the prologue, leading the reader to believe that it
is Beukes around whom the important event is built when in
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reality it is not. What La Guma accomplishes is the art of capturing
and holding the reader's attention by making him wonder about the
circumstances surrounding the event presented in the prologue. In
doing this. La Guma is able to reveal the roles that Beukes and
Elias play as conspirators and yet still maintain suspense. By con¬
trasting the backgrounds and activities of the protagonists, a double¬
plot is established. Cleverly, in chapter seventeen. La Guma sur¬
prises the reader by revealing that it is in fact Elias who has been
captured.
Using characterization. La Guma reveals how non-whites
organize against the regime. The first five chapters depict the role
that Beukes plays as a political organizer. He delivers documents
to other conspirators and arranges secret meetings with a variety
of minor characters who work to overthrow the government.
Through Beukes' interaction with the minor characters. La Guma
shows how the political activist is able to perform his task despite
the forces which threaten to defeat him.
The protagonists appear to have similar motives which
impel them to fight against the government. During one of the
times in which they secretly meet, both agree upon the roles that
g
they have chosen to play.
®Ibid., pp. 143-144.
However, the events which lead up to
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the positions that Beukes and Elias take seem to differ.
No other of La Guma's characters is given as complete a
background as Elias. At strategic spots, assembled details reveal
the circumstances of Elias' somewhat complicated background. In
chapter six. La Guma depicts the difficulties that Elias faced during
his childhood while being reared by his widowed mother, whom he
helped to support by working for a white store owner in a rural
community. The opening passage in this chapter provides the code
name "Hazel" which Elias uses as an alias to conceal his identity
during his underground activities. In chapter twelve, Elias is pre¬
sented as a middle-aged African who lives in a squalid bachelor
workers' barracks that is designated for Africans. Through Elias'
inner thoughts. La Guma reveals the plight of men who are forced
by pass influx laws to work and live away from their home commu¬
nities:
There were men living in this barracks in the location
who were married and had families, but because their
families had not been allowed to come into the city to
live with them, they were considered bachelors by the
authorities and consigned to these barracks.
While living in the barracks, Elias reminisces about the events
which have helped to shape his life. Using interior monologue.
La Guma shows how Elias was humiliated while being issued a
^Ibid., p. 122.
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working permit at the age of seventeen. Two pass influx offi¬
cials, an African and a white man, ridicule Elias about his age.
The African official tells Elias that he is twenty years old. When
Elias protests, the African official forces Elias to lower his pants
and show his genitals before the white official. The two officials
laugh at Elias and tell him that based on his physical appearance,
he looks twenty years old. Aside from being humiliated, Elias is
forced to have his age listed incorrectly, thus making him appear
older, on a pass which governs his life and movement. La Guma
shows through Elias' inner thoughts how apartheid dictates the
terms under which a man lives:
They have command of everything now, even the
length of time one is entitled to live in this world.
If they do not do it with the gun or the hangman's
rope, they can easily write it out on a piece of paper,
ending days, years, life...
Using this technique, he also reveals the conditions under which
12
Elias first meets Beukes.
In chapter fifteen, interior monologue is used to show
Elias' development since chapter twelve. This chapter opens





his illegal activities. While incarcerated in a non-white cell, Elias
recalls the first strike in which he participated, the transit working
camp where he and other strikers were transported to live and the
African, a road worker named Mdlaka, who recruited him for the
underground movement that he now leads. By the end of the novel,
Elias sacrifices his life by dying at the hands of the police for not
revealing the names of the rebels, whom the police intend to perse¬
cute.
Beukes, on the other hand, is depicted as a conspirator
from the beginning of the story until its end. The role in which
Beukes plays is traced from one chapter to the next as he interacts
with various characters who support the movement. By contrasting
the backgrounds of the protagonists. La Guma shows how they have
become political activists. Through dialogue, it is revealed how
Beukes acquired a hatred of the social injustices perpetuated by
the government as he was reared by an aunt who denounced the
13
present form of rule.
Through Beukes, La Guma shows how the political activist
functions with the same hopes and fears as those of other non¬
whites who lead more routine lives. In the first chapter, Beukes
explains some of the fears that he has to one of the soldiers,
Issac, who works for the underground:
13 Ibid., pp. 40, 43.
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Beukes had yawned. 'Haven't slept. Bloody com¬
mittee meeting. Who says I'm not worried? I got a
wife who's in the family way for the first time. We
got a strike coming off in a few weeks... You bloody
well right I'm worried. ..
As Beukes lies bleeding, after he escapes from an encounter with
the police in a later scene where Elias is captured and Beukes is
shot. La Guma vividly portrays danger, tragedy, luxury, pain and
1 ^
desperation all in one dramatic contrast.
There are two types of characters presented in this novel.
The first is the non-white character of which there are several
types:
1) cowards (Bennett)
2) impolitical but courageous and good
(Tommy, the doctor, Flotman, Henry and Maria April)
3) the soldiers (Issac, Elias, Beukes)
4) the old soldier (Mdlaka)
5) the new soldiers (Michael and Peter)
6) the utterly non-political (Frances and her family.
Issue's daughter, Beatie Adams, Nella Bennett)
7) black policemen and guards
8) the non-white masses (the towns people massacred
in the strike scene as well as the folk who are
denigrated by the laws of the society)
Although Bennett wants to be active in the movement by helping
Beukes, he is not willing to take the risks involved. He uses his







Tommy does not possess the in-depth political consciousness of
Beukes. He lives in a dream world of beauty which tends to put more
emphasis on ballroom dancing than political teaching. Although
Beukes views Tommy's lifestyle as insignificant. Tommy is one of
the most dependable resources to the revolutionaries. He is the one
that can be depended on to supply the conspirators with food and
shelter or to serve as a crucial messenger who will do work just
17
as dangerous as Beukes does with no questions asked. Assem¬
bled details and dialogue are used to show the similarities and dif¬
ferences between Beukes and Tommy. These devices are also used
to depict the irony that exists in the friendship between Beukes and
rp 18Tommy.
Flotman, the coloured history teacher, takes chances by
helping Beukes to pass out strike leaflets. Although he does not
face nor accept as much danger as Beukes, he works for the re¬
volution despite the threat of being arrested for subversion.
^"^Ibid., pp. 31-33, 50-59.
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Ibid. On the one hand, Beukes is a central committee
member for an underground movement which functions politically to
free the oppressed. Tommy, on the other hand, is a central com¬
mittee member of a ballroom dance club which provides local enter¬
tainment. Both take their activities seriously. Despite the support
that Tommy provides, Beukes feels that he is useless. Although
Tommy does not understand the struggle for freedom that Beukes
wages. La Guma shows how Tommy assists Beukes out of friend¬
ship and respect.
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Much like Flotman, the doctor who helps Beukes after Beukes is
shot by the police is also very courageous and humble. He defies
the laws of the society by not reporting his treatment of a gunshot
wound to the authorities. Through dialogue, the doctor's act of
defiance is revealed as he explains to Beukes his sense of com¬
radeship:
... if the law defends injustice... and persecutes
those who fight injustice, then I am under no obliga¬
tion to uphold it... Mister Beukes. Injustice pre¬
vails, and there are people who have the nerve to
defy it. 19
Through an assortment of detail and interior monologue,
Issac, a coloured messenger who works for a South African oil
company, is portrayed as a cautious and shrewd soldier. Although
Issac is regarded by the white company employees as an errant
"boy" who can only be trusted to perform petty tasks, he is admired
by his fellow non-white workers because he challenges every act
20
of injustice that whites maintain against him or others.
Through dialogue, the role in which Issac plays as a re¬
volutionary is revealed. He is introduced in chapter one as a
courier for the underground who distributes strike leaflets to key





in a municipal park museum where the two conspirators exchange
information regarding the movement. Beukes tells Issac about the
committee's recent plans for a laborers' strike, and Issac informs
21
Beukes about three new soldiers that he has recruited.
At the onset of the story, Issac is depicted as being nervous:
He had always been a little nervous... Beukes had
told him. 'Forget the cops for a while... Issac had
replied.... 'Are we alone?'
After meeting Beukes in the park, Issac agrees to meet Beukes a
second time. However, Beukes and Issac do not meet again until
the last chapter where Issac has adopted an alias (Paul) to conceal
his identity and activities. In chapter ten, Betikes is warned by
Issac's sister that the police are looking for Issac. In chapter
eleven, the events which lead up to the warning that Beukes re¬
ceives are revealed.
In chapter eleven, interior monologue is used to show how
Issac views whites:
The silly bastards, he thought... they had chosen to
preserve a tyranny.. .they either scrambled to shore
it up with blood and bullets and the electric torture
apparatus or hid their heads in the sand and pretended





for stupidity the hard way. Issac felt almost sorry
for these people who believed themselves to be the
master race.
Although Issac is depicted as being extremely cautious, in chapter
eleven. La Guma shows how deeply committed he is to the under¬
ground. While Issac evades petty errands, by hiding in the oil
company kitchen where he plays cards with fellow non-white mes¬
sengers, he doodles sketches of submachine guns on scrap paper.
This act is intensified through assorted details which show that
Issac has carefully studied military weaponry and impatiently
24
awaits the moment to acquire war material to fight the regime.
As a result of being cautious, Issac escapes being arrested by the
police and alerts his family to warn Beukes.
In retrospect, Issac's family reveals the extent to which
non-whites will go to protect the conspirators. Thus, after Issac
alerts his family, Isaac's sister stops Beukes, before he reaches
25
Isaac's home, from possibly walking into a police trap.
Subtly, La Guma describes the type of characters that the
conspirators' families have. While Isaac's sister is obedient,
she is frightened by the encounter with the police who break into





her home. Although she is an adolescent, she appears before
Beukes wearing cheap perfume, lipstick and high heels. The fact
that Isaac's sister is a teenager who dresses like a whore annoys
Beukes. Frances, Beukes' wife, on the other hand, is in the story
only to make Beukes a normal human being with all the hopes and
fears of people like Bennett, Flotman and Isaac, and, for that
reason, all the more admirably courageous.
Through other characters. La Guma reveals the positions
in the society that non-whites have taken as a result of their atti¬
tudes to life. Beatie Adams, a domestic housekeeper who nurses
a white child, represents the type of person who is victimized by
the laws of the society but does nothing to change her predicament.
Beatie Adams meets Beukes in a municipal park that she visits
frequently with the child that she cares for. Adams wakes Beukes,
who, while waiting to meet Issac in the park's museum, falls
asleep on a bench. The two begin a dialogue which shows how
Adams survives by accepting the restraints of the society as a
2 6
way of life. The old washerwoman, the courier and the other
characters presented in the strike scene portray the kind of action
that non-whites have taken to rid themselves of forced labor and




ters do not accept the conditions under which they live. They at¬
tempt to change their plight by striking and are viciously killed by
the police. Alienation in the society is demonstrated by the black
policemen who display shame for the roles which they play against
their own people. '
The second t37pe of character presented are the whites who
control the society. These characters (male and female) are all
described as brutes. They are characterized by what they do and
say, never by what they think. Instead, La Guma shows what
blacks think of them. Thus, the white policemen, clerks and
townspeople illustrate how the laws which govern the country oper¬
ate. They also depict, through their actions, the philosophy and
28
.
the beliefs held by many whites in the society. Although
La Guma discusses some similarities and differences between the
minor characters, they are vividly sketched but not described in
detail. Only enough is given to show their relation to the con¬
spirators.
A significant feature of the novel is La Guma's use of
historical background to develop characterization. As one chapter




Ibid., pp. 64-67, 79-82, 103, 125, 128, 152.
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and relationship to other characters is sketched in the chapter that
follows. One example is that of Frances. As chapter two ends,
Beukes is dreaming about his wife Frances. Chapter three presents
29
Frances, historically, from the time she and Beukes first meet.
Another example is that of Elias. At the end of chapter five, as
Beukes thinks about Frances and how his activities prevent him
from sharing a normal life with her, Beukes' thoughts quickly shift
to meeting "Hazel”. Chapter six immediately opens with crucial
history on Elias which depicts the code name "Hazel" that Elias
uses, later in the story, as leader of the underground movement.
Similarly, chapter fourteen ends with Beukes thinking about Elias.
Chapter fifteen depicts what happens to Elias after he and Beukes
are surrounded by the police in chapter fourteen. Thus, as
chapter eight ends with a discussion by Beukes and Abdullah re¬
garding the "big strike", chapter nine provides crucial background
30
information about that strike.
Through assorted details and dialogue, the abuses which
non-whites suffer are revealed. Each chapter describes the con¬
ditions under which the characters live. In chapter one, the





to show how most of the park is reserved for whites. Non-whites,
on the other hand, are permitted only to sit on benches and to walk
pathways which are designated for them. In chapter five, the routine
check for pass law violations by the police at the subway shows how
31
blacks are denigrated by the police. In chapter six, the position
in the society that whites delegate to blacks is described as the
characters shop at a country store:
The white people went in and out of the store as
they pleased, but the Blacks could only be served
throu^ a square hole cut in the side wall facing the
yard.^^
The insignificant regard for the lives of non-whites by whites is re¬
vealed as the white store owner, Wasserman, scolds Elias for think-
33
ing that he could join the army and fight for whites. A special
technique in this book occurs at the end of chapter six, where there
is a scene that has no characters. It is a distilled, compressed
explanation of the pass laws, with all details accurately abstrac-
34
ted. In chapter nine, non-whites are murdered for attempting
to change their plight by striking against the pass laws. In






company employees. The non-white couriers are viewed by whites
as "boys" who know their place in the society. Their main duties
are to serve tea to whites at the precise moment and to jump at the
35
whims, fancies and commands that whites issue to them.
In this novel, newspaper headlines, slogans which are
painted on walls and signs become devices by which La Guma also
36
details the plight of the characters. In chapter one, Beatie
Adams reads a newspaper headline which depicts the case of a
white woman who is on trial for killing her husband. Adams views
this crime as being horrible. However, as a result of how apartheid
is manifest in her life, Adams, who works happily as a servant for
whites, does not recognize the fact that whites commit even greater
atrocities in the society against blacks every day. In chapter
eleven, the same newspaper headline that is presented in the first
chapter is discussed, only in more detail and by whites. There is
a magnificent twist of irony as whites exhibit horror and shock at
such an incident. On the one hand, these characters do not under¬
stand how another white could commit such a crime. Yet, these
same characters view non-whites as being inferior to whites and
properly subject to the codes of oppression which the society
^^Ibid., pp. 115-116.
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By the end of the novel, interior monologue is used to depict
the hope for freedom which non-whites exhibit. This technique is
demonstrated through Elias who shows no regrets for his political
3 8
activities. In the last chapter, there is a discernible movement
from the present, to the past, to the future. This movement is
demonstrated through Beukes;
Beukes walked by the van to the street. . . [He]
watched the old van turn into the street and then it was
wheeling away between the soiled houses, the scanty
garden-lots, leaving behind a mist of blue smoke.
Symbolically, in the above passage, the van represents movement
from the present to the past. Through the interior thoughts of
Beukes, the end of apartheid is prophesized:
Beukes... thought, they have gone to war in the
name of a suffering people. What the enemy himself
has created,' there will become battle-grounds, and
what we see now is only the tip of an ice-burg of
resentment against an ignoble regime,. .those who
persist in hatred and humiliation must prepare. Let
them prepare hard and fast - they do not have long
to wait.
What is most intriguing is La Guma's propensity for pre¬














occurring only today in South Africa. The death of Elias Tekwane
resembles closely the circumstances surrounding the death of such
men as Stephen Biko. Using interior monologue. La Guma shows
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that the act of murdering non-whites like Elias is common place.
Through imagery, other hostile elements which prevail against the
characters are shown:
Overhead the black gray sky pressed down heavily;
so that the dawn strained to edge it back, like a man
digging in his heels and thrusting back his shoulders
to move a heavy wagon... The sky weighed down on the
township, dark and oppressive, but gradually the night
surrendered and the dawn crawled in behind a thin
mist like the smoke of war.
As it is presaged in this novel, the people of South Africa are uniting.
Despite the hardships, non-whites - from all walks of life - will
continue to battle racism until freedom is won.




SHORT STORIES BY ALEX LA GUMA
La Guma's approach to his short stories is radically differ¬
ent from the approach that he takes to his novels. In his short
stories. La Guma appears to opt for a method that is straight¬
forward and direct. To develop his stories. La Guma uses single¬
plot narration: the simple telling of a story with one basic story
line on which the plot is built, rather than two or more plots which
diverge and converge. The motifs which surface as a result are:
1) the continual struggle of non-whites against South Africa's
crippling social laws; 2) the strife that is caused by inter-racial
love; 3) criminality, racial violence and murder; 4) immorality in
the non-white experience and 5) the plight of non-white men in over¬
crowded jails.
In all of La Guma's short stories, the description of place
is far less developed than in his novels. This fact is well observed
by Rabkin in "La Guma And Reality In South Africa". According to
Rabkin, there is an important factor which propels. La Guma,
and other non-white writers to reduce setting in their short
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stories. ^ In these stories. La Guma's primary concern is to show
how the South-African situation is made pernicious by its social and
political laws. Rabkin explains how this situation is revealed by
La Guma in his short stories:
Character is subordinated to the task of portraying
the specifics of that situation, while the physical
setting is so composed as to describe its material
basis... the function of character... is not entirely
negated; it is merely reduced, in accordance with
the author's view... In his short stories. La Guma
is able to give greater scope to the examination of
personal experience. Even here... we find... the
balance between personal and social concerns can be
varied. ^
3
In "A Glass Of Wine," La Guma demonstrates the tensions
which arise as a result of inter-racial love in the society. The plot
^David Rabkin, "La Guma And Reality In South Africa, "
The Journal of Common Wealth Literature 8. 1 (June 1973): 59.
Here, Rabkin contends that in extended narrative, the South African
novelist is forced, by aesthetic demands alone, to recognize the
impact of social and political laws on the life of his country.
2
Ibid., p. 58.
^Alex La Guma, "A Glass Of Wine, " Black Orpheus, no. 7
(June 1960), pp. 22-25. Reprinted in Come Back Africa, ed. H. L.
Shore and M. Shore-Bos (New York: International Publishers, 1968,
1970), pp. 107-116. Also reprinted in Quartet: New Voices From
South Africa, ed. Richard Rive (New York; Crown Publishers, Inc.,
1963; reprint ed., London, Ibadan, Nairobi; Alex La Guma, 1965,
1968), pp. 137-147. All references in this study will be to the
Quartet; New Voices From South Africa, ed. Richard Rive (1963)
edition.
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of this story is built on the shy courtship of a young coloured girl by
a young white male. La Guma uses narration through the comments
of onlookers at a cafe where the two youth meet to reveal the anguish
of an adolescent relationship. Using imagery and dialogue, through
an observer who serves as the narrator of this story. La Guma
4
presents the central characters.
Setting in this story reveals the material basis of the world
in which the characters live. Setting not only reveals the inward
world of escape for the characters but also the outward manifesta¬
tions of the apartheid system in the lives of non-whites as well:
There were a couple of old pictures on the walls -
one of the steamship, and another of the Duke and
Duchess of Windsor cut out of a photogravure section
of a newspaper, framed in black - and a fancy, em¬
broidered frame that had a little house on a hill
spotted by flies, and flowers in the garden and em¬
broidered words that said 'Home Sweet Home'.
There was also a big oval frame of an old John with
white whiskers and a come-to-Jesus collar that
Ma Schrikker claimed was her great-grandfather.
In "Fiction By Black South Africans," Nkosi explains the
irony that is interspersed throughout "A Glass Of Wine". Nkosi
contends that the irony is sustained through dialogue. He also
states that La Guma's use of irony at the end of the story re¬
veals not only the tragedy of two young lovers who are not allowed
^Ibid., pp. 137, 141.
^Ibid., p. 138.
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to marry, but also the absurdity of life itself. Through the
dialogue of the onlookers - one of whom hussies his drunken friend
outside of the cafe for the comments that he makes to the young
7
couple - La Guma reveals the plight of inter-racial love.
g
In "Out Of Darkness, " La Guma reveals the gruesome
acts of murder which non-whites commit as a consequence of the
value that society places on color. The protagonist, an African
schobl teacher, falls in love with Cora. In spite of his atteihpt to
make Cora happy and complete with him, she decides to pass for
white and escape the reality of 'apartheid' by going out with lighter
men. This decision totally devastates the protagonist. During his
period of depression, he encounters his best friend, Joey, who
ridicules him for ever having loved a color-struck woman at all.
In a rage, the African school teacher kills Joey. The story is un¬
folded from the jail where the school teacher has served seven
years of a ten-year jail sentence.
The narrator, who observes the other inmates in the cell,
displays a special interest in the protagonist, nicknamed "Old
®Lewis Nkosi, "Fiction By Black South Africans,"
Introduction To African Literature, pp. 216-217.
"^Alex La Guma, "A Glass Of Wine, " Op. Cit. , p, 145.
^Alex La Guma, "Out Of Darkness, " Quartet; New Voices
From South Africa, ed. Richard Rive (New York: Crown Pub¬
lishers, Inc., 1963), pp. 59-67.
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Cockroach” by his fellow prisoners. Using assembled details.
La Guma describes an act which occurs daily in South African
prisons. He presents the persecution of one of the inmates by the
brutal leader of the cell who, fawning on white authority, applies
his own method of tyranny over the other inmates. Through the
narrator. La Guma reveals the plight of the protagonist. The
school teacher is alienated because he is deranged. This de¬
rangement is caused by his loss of love and by his killing of a close
friend who had informed him that his loved one had abandoned him
for other men who are lighter-skinned.
g
In "Slipper Satin, ” La Guma demonstrates how the society
perpetuates criminality and immorality by imposing Immorality
Laws and social concepts upon non-whites. The story opens with
the return of the central character, Myra, to her neighborhood.
In Whispers From A Continent, Cartey delineates the basic plot
to the story. Through the portrayal of Myra, La Guma makes
clear the constriction in life which occurs as a result of the laws
that govern society. Myra observes a white man, whom she loves,
commit suicide because the inter-racial love affair which the white
^Alex La Guma, "Slipper Satin, " Quartet; New Voices
From South Africa, ed. Richard Rive (New York: Crown Pub¬
lishers, Inc., 1963), pp. 107-116.
10
Cartey, Whispers, p. 124.
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man conducts with her is discovered by the police. After serving a
jail term of four months because of the Immorality Act, which pro¬
hibits inter-racial love in South Africa, Myra decides to return
home and finds that the community and her mother have labeled her
a whore. Using interior monologue. La Guma reveals how Myra
decides to accept immorality and criminality as a means to help
both herself and her family escape oppression. Myra's sister,
Adie, is planning to marry a young non-white man whom she loves.
However, Adie does not have enough money to buy a satin dress to
wear to her reception. Myra, who wants to make her sister happy,
decides to become a prostitute in order to earn the money to buy
the "slipper satin" dress for her sister as a present.
In "Nocturne, " the balance between pleasurable exper¬
ience and criminality is finely pitched. This story is based on the
planning of a robbery. The central character, Harry, is sitting in
a pub with two other men, one of whom is the leader,who details
for the protagonist the plan for a robbery which the three men will
commit. While receiving instructions, Harry listens to the elo¬
quent sound of piano music being played nearby. He is deeply
^^Alex La Guma, "Slipper Satin," Op. Cit., p. 116.
12
Alex La Guma, "Nocturne," Quartet: New Voices From
South Africa, ed. Richard Rive (New York; Crown Publishers,
Inc., 1963), pp. 165-172.
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moved by the sound. Among the physical and human ruins surround¬
ing him, he experiences pleasure. So much so, that he forgets about
the robbery, ventures to the tenement from which the music is being
played and discovers an ethereal young woman. The music, the
young woman and her tenement room appear to Harry as if they be¬
long to another world. He is intrigued by this encounter and thus is
suspended in momentary release from the tensions of everyday life.
Using poetic language. La Guma creates imagery in
''Nocturne.'' Through imagery he describes the aesthetic experi¬
ence that Harry encounters. Time in this story is marked
through the physical movement of the protagonist who is drawn by
the crescendo of lovely music which he hears. Time is also marked
by the starting and stopping of the piano music being played by the
14
young non-white woman. Using assembled details to form
characterization and setting in "Nocturne, " La Guma appears to
make no moral judgement on the criminal act being planned in this





Ibid., pp. 169-170. These passages demonstrate how
La Guma employs simile in his narration to describe the intensity
as well as the aesthetic quality of the encounter that the protagonist
incurs in "Nocturne."
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In the six short stories that appear in A Walk In The Night
And Other Stories, La Gunaa portrays non-whites in a variety of set-
tings. In "Tatoo Marks And Nails. ’’ the leit-motif of convicts
incarcerated in a prison cell is presented. The action, characters
and setting in this story are all vignettes of La Guma's third novel.
The Stone Country. In "Tatoo Marks And Nails, " La Guma uses
narration through an observer, who serves as the protagonist, to
1 R
detail the situation in which the inmates are enmeshed.
The plot in "Tatoo Marks And Nails," is similar to that
which is described in The Stone Country. Moreover, the events in
this short story appear to resemble the sub-plot that is presented in
"Out Of Darkness. " The inmates are contained in a very cramped
prison cell. The brutal leader of the prisoners in "Tatoo Marks
And Nails, " is Creature. He, like Butcherboy in The Stone
Country, and Smiley Abrahams in "Out of Darkness," exerts his
own brand of tyranny over the other inmates. He prosecutes the
inmates by mock trial and then torments them to death one by one.
Alex La Guma, "Tatoo Marks And Nails, " Black Orpheus,
No. 14 (February 1964), pp. 48-53. Reprinted in A Walk In The
Night And Other Stories (London: Heinemann Educational Books,
Ltd., 1967; Evanston, Illinois: Northwestern University Press,
1968, 2d. ed., 1969, 3d. ed., 1971), pp. 97-107. All references
cited in this study are to A Walk In The Night And Other Stories




La Guma's use of prose in this short story establishes
imagery that invokes further understanding of the conditions which
confront the non-white convicts. Above all, it is through
La Guma's use of assembled details that the sordid realism of life
which exists in South African prisons unfolds. The reality of life
for "Creature" and the other brutal inmates is to relieve their frus¬
tration and hatred by maiming or killing the weaker convicts who are
imprisoned with them. As for the other characters presented in this
story, once inside prison, they become observers or perhaps parti¬
cipants in the brutality that is waged against the weaker inmates who
attempt to survive the ordeal of incarceration in South Africa.
In "At The Portagee's, " La Guma shows the psychological
devastation that apartheid creates for non-whites. In this story,
two non-white young men are observed sitting in a Portuguese
restaurant where, while eating, they plot and scheme to seduce
two women, also quite young, who sit opposite them in a nearby
^"^Ibid., p. 96.
^^Ibid., pp. 97-98.
^^Alex La Guma, "At The Portagee's, " Black Orpheus,
No. 11 (1963), pp. 18-21. Reprinted in A Walk In The Night And
Other Stories (London; Heinemann Educational Books, Ltd., 1967;
Evanston, Illinois: Northwestern University Press, 1968, 2d. ed.,
1969, 3d. ed., 1971), pp. 108-113. All references cited in this
study are to A Walk In The Night And Other Stories (Evanston,
Illinois: Northwestern University Press, 3d. ed., 1971).
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booth. One of the men, the narrator of the story, is coaxed by his
companion. Banjo, into joining the two women who are sitting alone
in the cafe. Just at the point when the protagonists attempt to ap¬
proach the women, an African beggar enters the cafe. Unlike any
of the other characters, the African is depicted as being a refugee
of poverty:
He was thin and dirty... He looked tired and his
eyes were bloodshot.,. The cuffs of his jacket were
torn and the threads dangled over his wrists.
He is contrasted to the protagonists who are familiar with a middle-
class standard of living and are comfortable in the cafe. The
African approaches the protagonists and begs for money to obtain
food. The narrator complies with the African's request and then
leads his friend to the womenFs table. From this point on, the
social world of the characters is revealed.
While the protagonists talk with the women, the narrator
hears the Portuguese proprietor of the cafe shouting at the African.
Through the cafe owner. La Guma depicts the attitudes that the
Portuguese hold against non-whites. The "Portuguese” fall in
a vague status at the bottom of the white caste, and therefore are





most vicious toward blacks.
La Guma presents the obvious contrast in terms of race,
size and social status between the African and the cafe owner. The
African is puny and poor while the Portuguese is fat and financially
comfortable. The Portuguese becomes angry at the African and
insults him for ordering a small amount of food. The cafe owner
grabs the African by the shoulder and orders him to leave the
restaurant. The African tells the cafe owner not to touch him and
then leaves.
After the African is evicted by the Portuguese, the other
non-white characters act as if they were white or at least Portu¬
guese themselves. Some of the characters laugh at the incident
while others continue talking, eating and acting as if nothing had
happened at all. Through the protagonists. La Guma illustrates
the degree to which non-whites have become assimilated by
apartheid. Neither the narrator nor Banjo recognize the in¬
justice in the treatment that the African receives from the
Portuguese. After the African leaves the cafe. Banjo decides to
relate a joke about a man who goes to a posh restaurant, takes his own
food and buys nothing. He describes how the man only orders a
glass of water and then declares to the waiter, "And why aint the




the African whose actions and request for service he feels are as
non-sensical as those of the man in his joke.
Using dialogue. La Guma reveals the attitudes and values
23
that the protagonists hold. After relating the joke. Banjo selects
a record from the cafe juke-box for his friend and the two women to
listen to. He tells them how he likes to listen to records sung by
Tony Martin, a white American. While the record plays. Banjo
tries to imitate the lyrics sung by Bing Crosby. By the end of this
story, the narrator tells one of the women, Hilda, that he is a
messenger and that Banjo is a factory clerk. Hilda boasts to the
narrator about a silver-tray that her father received for being a
messenger for forty years. As a result of the protagonists' at¬
titudes and values, the two women agree to go to the movies with
them. Through their thoughts and actions, the protagonists show
how some non-white men choose to adopt the society's encroach¬
ing values as a way of life and a means of survival.
In "The Gladiators, ” La Guma reveals much of the
depravity, frustration and hatred that non-whites feel as a result
of how the apartheid ideology is manifest in their lives. In this
^^Ibid., pp. 111-113.
^^Alex La Guma, "The Gladiators, " A Walk In The Night
And Other Stories (London: Heinemann Educational Books, Ltd.,
1967; Evanston, Illinois: Northwestern University Press, 1968,
2d. ed., 1969, 3d. ed., 1971), pp. 114-120.
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story, the central character, Kenny, is totally engulfed in the color
scheme which prevails in the society. Kenny is a prizefighter who
is made to want to annihilate his black opponent.
La Guma identifies with his audience in "The Gladiators,"
by implying in the first sentence of this story that there is some
experience which he and his audience share. This is strengthened
by the fact that he writes from the position of the first person. This
evokes a feeling of familiarity in the reader. He sprinkles the re¬
mainder of the story with enough direct address to reinforce this
25
form of engaging the reader. In the opening passage to this
story. La Guma weaves a brief description of Kenny's physical
P fi
features into the narrative. Later these features will be crucial
to the meaning of the story.
Carefully, La Guma weaves foreshadowing into his narra¬
tive which presage the events in "The Gladiators. " By using
dialogue that relies on the speech idioms of Cape Town's coloured
community. La Guma unfolds the interior motive which goads his
28











reveals the attitudes that many coloured South Africans hold as a
consequence of the society's racial formula which places whites in
dominant and superior roles over coloureds and blacks. This same
formula, which strips blacks of most human rights, places coloureds
in dominant and superior roles over blacks. Kenny is frustrated
because he is forced by the society's Bantu policies to fight his own
kind.
The plot in "The Gladiators, ” unfolds as Kenny tries to
prove that his skin color renders him superior to his black opponent.
La Guma reveals that Kenny's psychological makeup is based upon
that same apartheid formula that the government uses to oppress
non-whites. Kenny believes that coloureds are superior to blacks.
He thinks that he is capable of beating his opponent, not because he
is a better fighter but because of the preconceptions fostered by
apartheid ideology.
The attitudes that whites hold towards non-whites in the
society are demonstrated by La Guma through his depiction of the
29
crowd's response to the fight in this story. The black
gladiator, whom the crowd heckles and sneers, is presented as
the underdog. In reality, this same black character is the under¬




to believe that blacks cannot defeat whites or coloureds, the black
fighter maintains the edge by using his intelligence to out maneuver
Kenny. The black fighter relies on Kenny's oversight-- his belief
that the color of his skin renders him superior to black fighters--to
defeat him. Ironically the crowd is no less delighted when Kenny is
30
defeated. They derive pleasure from seeing two non-white
fighters brutalize each other and the sight of Kenny's blood fulfills
a sadistic need in them. In this story. La Guma reveals that for
men like Kenny, their nemisis is apartheid and not the black op¬
ponents whom the society pits them against.
31"Blankets, " is perhaps the easiest of La Guma's short
stories to misinterpret. In this story. La Guma unfolds the many
blankets of life under which non-whites live. Choker, the pro¬
tagonist, is stabbed three times from behind by an old enemy who
swore to kill him. He is laid on the floor of a decaying hut in a
slum neighborhood by some men who discover him bleeding.
^^Ibid., p. 120.
Alex La Guma, "Blankets, " Black Orpheus, No. 15
(August 1964), pp. 57-58. Reprinted in African Writing Today,
ed. Ezikiel Mphahlele (London: Penguin Books, Ltd., 1967),
pp. 269-273. Also reprinted in A Walk In The Night And Other
Stories (London: Heinemann Educational Books, Ltd., 1967;
Evanston, Illinois: Northwestern University Press, 1968, 2d. ed.,
1969, 3d, ed., 1971), pp. 121-125. All references in this study
are to A Walk In The Night And Other Stories (Evanston, Illinois;
Northwestern University Press, 3d. ed., 1971).
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The plot unfolds around Choker, who finds a number of dirty blankets
lying nearby to wrap himself in. He clings to the blankets as if they
could help him sustain his life.
By accumulating details. La Guma sets the mood for
32"Blankets. " La Guma details Choker's last journey through the
ghetto in which he has lived all of his life. On his way to the hospital.
Choker passes out from loss of blood and begins to hallucinate in the
ambulance. Using flashback. La Guma presents scenes from
Choker's past. Using interior monologue. La Guma describes the
feeling of hopelessness experienced by non-white youths who live
by violence, fear and the immediacy of poverty.
Choker's inner thoughts comfort him. He dreams that he
is fighting his older brother for the blankets under which he lies.
He also dreams that he is making love to a woman, under the
blankets, in a slum apartment but the loud sounds of the ambulance
sirens awaken him. In each dream. Choker is victorious. The
fact that blankets are the only tangible objects that Choker can
associate with companionship and love suggests that the reality of
love for the non-white youth who is abandoned by his family is





"A Matter Of Taste, " is an ironic presentation of two
non-white hoboes who work at odd jobs around a railroad yard. The
plot is developed around the hoboes who sit by a campfire waiting
for a tin of coffee to boil. There is a simultaneous intensification;
that of the building of the plot and the boiling of the coffee. As the
coffee begins to boil, an old white man steps from behind a clump
of bushes and approaches the two men. La Guma describes this old
man in the same manner that he describes the old derelict in
34
A Walk In The Night. The old man, non-threatening and poor,
ventures into the hobo camp solely to seek food. He is accepted into
the camp by Chinaboy, the protagonist, and the other non-white
character. However, his acceptance is based primarily on one
condition. Namely, that he accepts being called "Whitey" by
Chinaboy. The white man accepts this label but otherwise is
treated hospitably by the protagonists.
The plot in this story proceeds as Chinaboy pours coffee
for the old man. By accumulating detail and interweaving dialogue
and political thought into his narrative. La Guma establishes the
^^Alex La Guma, "A Matter Of Taste," A Walk In The
Night And Other Stories (London; Heinemann Educational Books,
Ltd., 1967; Evanston, Illinois: Northwestern University Press,




means for his readers to view his characters as they talk and recall
some of their past adventures. Time is marked through the pro-
35
tagonists' observation of the sunset. La Guma's portrayal of
the characters seems to suggest that in poverty, all colors mix and
therefore the rules of apartheid do not have any effect. However,
there is an exception to this. In the urban slum of A Walk In The
Night, La Guma's depiction of the inter-action between whites and
non-whites indicates that violence always ensues from their meeting.
However, in the rural poverty settings of both And A Threefold Cord,
and "A Matter Of Taste," the interaction between both groups sug¬
gests that racial harmony can ensue and people can treat each other
as humans.
The situation in which the characters are entwined is made
clear after they finish drinking coffee. Chinaboy and his friend,
help the white hobo jump a train. For their deeds, Chinaboy pro¬
claims at the end of the story, "why aint the band playing? Hell!"
Through the final statement of his protagonist. La Guma lodges
social protest against the society which perpetuates racial unrest.
Still, there is irony in this story, particularly, as it pertains to
two non-white men helping a white man during difficult times.




He demonstrates through his use of literary techniques that the
reason why the band isn't playing is because the racial harmony
that exists is not supposed to occur, especially between whites and
non-whites in the society.
In the "Lemon Orchard, " and "Coffee For The Road,
La Guma reveals the degree to which non-whites are brutalized,
oppressed and tormented unto death by the society's social laws.
In "The Lemon Orchard, " La Guma depicts the realities of life for
a coloured school teacher who talks back to whites in the society.
A small group of whites armed with shotguns and lanterns, drag
the coloured man from his home to a lemon orchard outside of
Cape Town. The situation with which the school teacher is con¬
fronted, is revealed through the dialogue of one of the white men,
who sarcastically explains the contempt that the group holds for
Alex La Guma, "The Lemon Orchard, " A Walk In The
Night And Other Stories (London; Heinemann Educational Books,
Ltd., 1967; Evanston, Illinois; Northwestern University Press,
1968, 2d. ed., 1969, 3d. ed., 1971), pp. 131-136. Hereafter,
cited as La Guma, "The Lemon Orchard," A Walk In The Night
And Other Stories, with appropriate page references.
Q7
Alex La Guma, "Coffee For The Road," Modern African
Stories, ed. Ellis Ayitey Korney and Ezikiel Mphahlele (London:
Faber and Faber, 1964), pp. 85-94. Hereafter, cited as La Guma,
"Coffee For The Road," Modern African Stories, with appropriate
page references.
^^La Guma, "The Lemon Orchard," A Walk In The Night
And Other Stories, p. 134.
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The group of lynchers intend to teach the school teacher a
lesson in white supremacy. They also intend to make an example of
him so that other non-whites will see what happens when one of them
talks back to whites. Through the school teacher. La Guma por¬
trays how non-whites are forced to obey the codes of oppression
which the society has enacted. The whites' disregard for the lives
of non-whites is skillfully revealed by La Guma through the dialogue
QQ
of the lynchers.
In "Coffee For The Road," La Guma presents the difficulties
that non-whites face when they attempt to travel from their home
regions to other areas of the country. The central character, an
African woman, attempts to take her children to Cape Town to join
her husband. Her husband, who has been working in Cape Town for
some time, has carefully saved his money from the jobs that he has
worked. He has asked the woman to buy a car, primarily because
he needs it to enlarge his business. His wife has complied with
his wishes. This story opens with the African woman and her
children traveling by car enroute to Cape Town. By accumulating
details. La Guma shows the special problems that the protagonists
encounter in their sojourn across the desert region of South Africa.





the social laws which force the woman to drive all night.
During the two-day trip, the woman's children become
thirsty. In order to provide for their needs, she stops at a cafe
hoping to buy some coffee. It is at this point in the story that the
plot intensifies. Instead of receiving coffee, the woman is confronted
by the white proprietor of the cafe who denigrates her through name
calling. This provokes the African woman. After trading insults
with the proprietor, the woman hurls a flask which cuts the pro¬
prietor's face. The woman then returns to her car and after driving
a few miles away from the cafe, she is stopped by the police. She
and her children are arrested.
The portrayal of the African woman in "Coffee For The
Road, " reveals the frustration, agony and strife which black women
are made to suffer in the society. Through the dialogue of the police-
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men, who stop the woman. La Guma illustrates this point.
Throughout the story, the blend between the personal and political
experience is exquisite. However, La Guma's presentation of the
attitudes and social laws that whites maintain against non-whites is
tragic. While the African mother in "Coffee For The Road," sus¬
tains that same cord of strength that is exhibited by Ma Pauls in




And A Threefold Cord, La Guma demonstrates again in the short
story that African women will continue to fight - for their dignity,
children and families - hoping to achieve eventual freedom.
In his short stories. La Guma describes the realities of
life for non-whites in the society. Each story presents instances
that illustrate the attempts made by non-whites to survive inspite
of a society which has continuously implemented codes to subjugate
them.
CHAPTER SIX
THE EVOLUTION OF ALEX LA GUMA'S
LITERARY TECHNIQUES
La Guma employs the same literary techniques to develop
his first four novels and his short stories. He uses plot structure,
setting, characterization and political thought to describe the con¬
ditions of life under which non-whites live in the society. Although
the literary techniques that La Guma uses are consistent throughout
all of his works, each work has its own theme that is unique and yet
is linked in part to his overall theme of the non-white experience
under apartheid.
In A Walk In The Night, La Guma describes the struggle
for survival that non-whites wage separately and alone. Through
assorted details. La Guma depicts how the hostilities of whites
cause Michael Adonis' extreme anger. ^ Adonis has attempted to
Cartey, Whispers, p. 125. Here, Cartey asserts that the
walk which takes Adonis through the night leads him "relentlessly
and unswervingly" toward a life of crime. According to Cartey,
the hand that leads Adonis is the hand of society, the police hand
that searches him, his own hand that commits a violent act, and
finally, the hand of the gangsters who also walk through the night




live according to the norms dictated by apartheid. But after he is
fired from his job and harassed by the police, he becomes frustrated.
He strikes out against the system by venting his anger on a poor white
derelict. In order to survive, Adonis becomes a member of an
underworld gang and enters into a life of crime.
Willieboy, on the other hand, refuses to work because he
feels that working will not accomplish anything. He refuses to ad¬
here to the rules of the society and lives his entire life in alienation.
His death by the hands of the enforcers of the society's rules, which
he hated, merely ends his total alienation.
In And A Threefold Cord, La Guma presents the unity that
apartheid evokes for non-whites in the townships. Through the por¬
trayal of the Pauls family, the novel shows how non-whites are able
to withstand deterioration and destruction through communality.
Using imagery. La Guma describes the hostility of the elements
2
and the society which tear at the lives of the people. Through
Charlie Pauls, La Guma illustrates how non-whites are able to
withstand oppression. Although Charlie is not able to find work,
he searches throughout the community for abandoned scrap iron
and junk litter to place on the roof of his decaying home so that
2
La Guma, Threefold Cord, pp. 126, 127, 131, 132,
165, 166.
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his family can be sheltered from the rain. Despite the abject
poverty of his family and that of others in the township, Charlie is
optimistic about life. Although his father dies and his brother Ronald
is arrested for murder, Charlie holds the remainder of the Pauls
family together. The protagonists in this novel demonstrate how
non-whites sustain life by helping each other.
The characters in And A Threefold Cord, are presented
differently than those who are depicted in La Guma's first novel.
In A Walk In The Night, the characters are urban dwellers; fah-fee
number runners, hoodlums, winos, prostitutes, derelicts, dope
users, and common city people who are made desolate by the rules
of society. These characters abide in poverty and are all desperate.
They celebrate life and achieve momentary release from tyranny
through violence, sex and cheap Cape wine.
According to Cartey, the characters in And A Threefold
Cord, are not cracked and stained as much as beaten by life and
by the hostile elements:
They are not a random assortment of people who
walk through the night... Time is marked not by
the dimming of lights or the lessening of crowds
but by the constant, inimical falling rain, which
tears away at the shacks and at the lives of the
people. We do not see the happenings of one single
night as in A Walk In The Night, where emotion and
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anger lead to criminality in one character. We see
instead the playing-out of the lives of a whole family... ^
In A Walk In The Night, La Guma uses the process of flash¬
back to delineate the plight of the characters. In And A Threefold
Cord, he uses assembled details to describe the human, social,
physical and elemental factors that affect non-whites. In both
novels. La Guma demonstrates that under the present laws of
society, non-whites can tolerate only so much by the hands of the
authority before they strike back. This is evident in the violence
that Adonis commits in A Walk In The Night, and in Charlie Pauls'
act of retaliation against the police in And A Threefold Cord.
In his third novel. The Stone Country, La Guma examines
the more fugitive aspects in the non-white experience. Depicted in
this novel are the thieves, murderers, drunks, brutes, cowards
and political activists who live by norms other than those dictated
by apartheid. The characters in this novel and in La Guma's
short story, "Tatoo Marks And Nails,'' exhibit through their
thoughts and actions the code of the underworld and various forms
of defiance against oppression.
3
Cartey, Whispers, pp. 126-127. Here, Cartey asserts
that the characters in A Walk In The Night, are individuals who
have no real connection with one another, whereas the characters
in And A Threefold Cord, are members of one family whose plight
is depicted throughout the novel.
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The way in which La Guma delineates the plight of non-white
men in over-crowded prisons is not only to describe the circum¬
stances of men in jail but also to show the situations which have led
to each man's incarceration. The central characters in these two
stories are political activists whose primary roles are that of obser¬
vers who connect various parts of the stories. Through the im¬
prisoned conspirators, La Guma illustrates how it is the cause for
which they fight, and their respect for themselves and others that at¬
tract most of the inmates to them.
In The Stone Country, George Adams and Jefferson Mpolo
are imprisoned for the same illegal act. However, when they are
imprisoned they are separated from each other. Through this
separation. La Guma shows how the white prison guards use a
divide-and-conquer strategy to control the convicts. Despite this
strategy, non-white inmates still manage to maintain their own
code of survival. George Adams is even able to organize some
of the inmates. The brutal cell-block leaders, Smiley Abrahams
in Out Of Darkness, Creature in Tatoo Marks And N^lls, and
Butcherboy in The Stone Country, exert their own styles of
tyranny over the convicts who are incarcerated with them. These
convicts conduct mock trials where they persecute the weaker
convicts.
The tragic effects of life that apartheid creates for
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non-whites is revealed by La Guma through his portrayal of
The Casbah Kid in The Stone Country, and the African school
teacher in Out Of Darkness. Through these tragic characters.
La Guma illustrates how men commit murder as a consequence of
the laws and the conditions in the society under which they live.
Their situations and the violent acts which ensue bring about their
total alienation in the society. Unlike the other convicts, Koppe, in
The Stone Country, shows how by miracle the frightened non-white
prisoner is able to survive and escape from jail as a result of the
conniving of the strong and vicious inmates. La Guma uses meta¬
phor to describe the concrete wasteland in which the inmates abide
in The Stone Country. Through this technique, he depicts the con¬
crete social environment of his country.
In The Fog Of The Seasons* End, La Guma depicts the pre¬
sent efforts on the part of non-whites to rid themselves of the
apartheid rule. Through the process of flashback. La Guma re¬
veals how an African conspirator, Elias Tekwane, sacrifices his
life to ensure that the cause which he fights for is in no way com¬
promised to the police. Through another political organizer, a
coloured man named Beukes, La Guma illustrates further how
conspirators will make extreme efforts to achieve an ultimate
victory.
What is unique in La Guma's fourth novel. In The Fog Of
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The Seasons' End, is that both blacks and coloureds alike work to¬
gether as a unit to overthrow the government. Beukes is assisted
by an oil company clerk, dance hall coordinator, doctor, school
teacher and other indigents who risk their lives and those of their
families to obtain freedom. These characters are not motivated by
anger or color but by their own ambitions to gain freedom. This is
evident in the strike scene where men, women, and children alike
stand as a collective force to oppose the government. Despite
whatever obstacles non-whites face in their quest to gain political
power today. La Guma prescribes that twenty-one million people
will stand in the near future to lift the fog of oppression that pre¬
sently hovers over the society. These people will wage war with
their lives and fight unto death until South Africa is purged of op¬
pression.
La Guma's first four novels exhibit a progressive order
as exemplified by the protagonists in each story. Each novel is
an extension of the next. Each main character moves one step
higher in his attempt to overcome racism in South Africa.
Adonis is the farthest away and makes the first step but the least
progress. Each protagonist in the other novels moves closer to
finding an alternate means of dealing with apartheid - although
none of the characters solves the problem or eliminates it.
(Perhaps La Guma is not exactly sure what the fool-proof
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formula for the elimination of apartheid is.) However, each charac¬
ter in succession understands the problem better than the character
that came before. Charlie Pauls understands the problem better than
Adonis - and George Adams better than Charlie Pauls. Elias
Tekwane understands better than any of La Guma's other characters
as he sacrifices his life for the cause in which he believes. The
protagonists succeeding Adonis have more information from which
to work - a deeper understanding.
Asein asserts further that "La Guma presents four major
protagonists whose performances reflect in a progressive order
the changing phases of his own experiences and opinions as an ac¬
tivist: Michael Adonis, the evasive oppressed worker with his
limited horizon of ideas; Charlie Pauls, the struggling and physi¬
cally battered product of the South African situation, striving to¬
wards political awareness; George Adams, the underground
militant, politically motivated and extremely courageous in the
firmness with which he bears the burden of a communal reform¬
ist cause; and the arch-militant Elias whose politically mature
4
mind and clear-headedness endear him to us even after his death...
^Asein, "Revolutionary Vision, " Phylon, pp. 80-81. Here,
Asein contends that there is an underlying ideological view which pro¬
vides a link among La Guma's first four novels. He states that
"religion cannot solve the problem which faces the blacks in South
Africa, nor will it alleviate the plight of the poor dispossessed
members of that community. "
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In his short stories. La Guma's primary concern is to
demonstrate the effects of South Africa's social and political laws
on non-whites. One of the ways which he illustrates these effects
is by reducing character and setting in his short stories. He also
uses one basic story line to build the plot. Through Charlette, the
young coloured girl being courted by a white youth in "A Glass Of
Wine,'' La Guma reveals the humiliation that non-whites experience
in an inter-racial love relationship as a result of the Immorality
Act. Charlette becomes angry when one of the onlookers (at the
cafe where the story takes place) suggests that she marry the
youth. Through the final comments of an observer who serves
as the narrator for this story. La Guma shows how Charlotte's
anger is caused by the laws of the society which prohibits non¬
whites from marrying whites. The theme of inter-racial love is
depicted again in "Slipper Satin. " However, in this story the
Immorality Act causes Tommy, a white man who is caught by the
0
police with a coloured girl named Myra, to commit suicide.
As a consequence of her relationship with Tommy, Myra, under
the Immorality Act, is imprisoned for four months and ostracized
5
Alex La Guma, "A Glass Of Wind. " Op. Cit., p. 143.
0
Alex La Guma, "Slipper Satin. " Op Cit., p. 113.
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by her mother and neighbors. This act ultimately causes Myra to
become a prostitute.
The gruesome act of murder which non-whites commit as a
result of the value that society places on color is depicted in ''Out Of
Darkness. " As a result of being rejected by Cora, a coloured girl
who decides to pass for white, an African school teacher becomes
deranged. He kills his best friend for ridiculing him about loving
a near-white woman and is imprisoned. Through the school teacher.
La Guma illustrates how the value which is placed on color causes
derangement and alienation for some non-whites.
In "The Gladiators," La Guma reveals even further the
psychological devastation that the society's values on color cause
for non-whites. Through Kenny, La Guma shows how coloured men
become frustrated by the codes of racism which place coloureds
against blacks. He illustrates through the prize-fight that Kenny
loses to a black opponent, how coloureds often attempt to alle¬
viate their frustration by taking it out on blacks. Although Kenny
is prohibited by law from fighting whites, he directs his anger at
the wrong source. La Guma depicts through Kenny's defeat how
the society's racial formula divides non-whites on the one hand
and causes total devastation for coloureds on the other.
In "The Lemon Orchard" La Guma depicts the degree to
which non-whites are persecuted in the society. Through the
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school teacher who is brutalized by whites for speaking out against
oppression. La Guma shows how non-whites are terrorized by whites
in order to force other non-whites to adhere to the laws.
Through Chinaboy in "A Matter Of Taste," La Guma demon¬
strates how the codes of racism are suspended in the society where
non-whites and whites depend on each other for survival. Through
Chinaboy's act of helping a white hobo. La Guma suggests that the
system of apartheid is somewhat altered by people in the society
who are poor. He shows that for indigenous whites and non-whites
whose major goal is survival, racial harmony occasionally occurs
and people sometimes treat each other as humans.
In "Coffee For The Road," the black mother exemplifies
the courage that non-whites exhibit in their quest to achieve free¬
dom despite the oppression under which they live. The portrayal
of the black mother makes clear how non-whites are subjected to
abuse by whites. This woman is forced to drive through the hot
desert region of South Africa without sleep because the laws pro¬
hibit non-whites from sleeping in white hotels. When she stops at
a white store along the roadside to buy some coffee, she is verbally
abused. Instead of accepting this abuse, this woman demonstrates,
by striking the white proprietor in the face with a flask, how non¬
whites sometimes reach the limits of patient endurance of abuse.
In all of his stories. La Guma demonstrates how whites
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inflict abuse on non-whites. The strongest examples of the brutality
which whites use as a means to control non-whites is seen in the
portrayal of the police and the vigilantes. Cartey observes that the
"cold, brutal police officer is the middleman between the white world
and the black, the agent by means of which the corrupt society visits
its brutality and oppression upon the native South Africans. " Con¬
stable Raalt finds temporary peace from his internal conflicts by
harassing Adonis, threatening Frank Lorenzo, slapping Chips and
shooting Willieboy in A Walk In The Night. These acts of violence
enable Raalt to maintain the laws of the society by subjugating blacks
on the one hand and to cope with his own feelings of inferiority which
are caused by the infidelity of his wife on the other hand. The
police in In The Fog Of The Seasons' End, demonstrate the extent
to which the government will persecute non-whites. These charac¬
ters terrorize Elias, murder women and children, and claim that
g
their acts are in the best interests of non-whites.
Through Old Doughty in A Walk In The Night, La Guma
illustrates how some whites are abandoned by the government and
left to the mercy of non-whites in the society. Doughty has no rela¬
tives or friends with whom he can live in South Africa. His pension
allows him only to live in the non-white section of Cape Town. As
7
Cartey, Whispers, p. 110.
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La Guma, Fog Of The Seasons' End, p. 4.
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a result of his predicament, he becomes a target on which angry
non-whites release their hatred. Adonis kills Doughty, and
Willieboy, who subsequently finds Doughty dead, had originally
planned to rob the old Irishman.
The hobo in "A Matter of Taste" and George Mostert in
And A Threefold Cord, demonstrate the degree to which whites are
dependent upon blacks in the society. Like Old Doughty, the hobo
is presented as a poor and harmless white derelict who depends on
the support of non-whites for survival. George Mostert demon¬
strates further the extent to which apartheid alienates whites in the
society. Mostert is trapped by his wretched pride in a false racial
superiority. He is unable to form meaningful relationships with
non-whites as a result of his false pride, and his lack of ambition
to compete with other whites for a living causes his isolation.
As a result of using the aforementioned literary techniques
to structure his works, Alex La Guma unfolds the realities of life
under which twenty-one million people live. His depictions of non¬
whites in the urban and rural areas demonstrate the tenacity of
millions who have survived in spite of apartheid. La Guma makes
clear that the diversity and alienation in the non-white experience
is caused by the laws of the society. He also illustrates the unity
that apartheid evokes in the lives of non-whites. La Guma's de¬
velopment from each story to the next progressively reveals the
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